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Realist Agency in the Art Field of Twentieth-Century China 
-  Realism in the Art and W riting of Xu Beihong (1895-1953) 
Abstract
This thesis investigates the spread of the neologism xieshi zhuyi, the Chinese 
equivalent o f 4realism’, in China in the early twentieth century through a case 
study of Xu Beihong. He is an indispensible figure in modern Chinese art, with 
his eminent status as a devotee of realism in art in particular being widely 
recognised.
His dedication to realism in the twentieth century brings a dichotomy to his 
historical reputation, either as a beacon of modern Chinese art, or a conservative 
painter. To resolve this controversy, which results from the focus that 
scholarship so far has placed on ‘what his realistic attainments are’, this thesis 
explores ‘how’ Xu Beihong became such an prominent figure in China’s art 
world, largely through his perception, translation and appropriation of Western 
realism. This perspective replaces the colonial perspective, which views 
twentieth-century Chinese art as a passive and belated modernity modelled on 
that of the West, with one grounded in postmodernism, which turns its emphasis 
instead to China’s actively Occidental construction o f  the West.
This thesis also studies the promulgation of the English term ‘fine art’, which 
underlies the formation of the art field in China. The appearance of such 
neologisms as ‘realism’ and ‘fine art’ points to a large-scale transplant of a 
Western framework of knowledge into China, to replace the Confucian traditions 
seen as obsolete after the collapse of imperial rule in 1911. Through examining 
the realist agency of Xu Beihong, this thesis will disclose the conflicted nature of 
China’s art field, in which institutions, tastes and agencies are brought into play. 
Moreover, the diversity of the art field will in turn provide a perspective on the 
position-taking implied by Xu Beihong’s adherence to realism. Consequently, 
this thesis aims to appreciate Xu Beihong’s achievements beyond the simple 
dichotomy of modem Westernisation vs. conservatism.
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Ink and colour on paper; 90.4 x 43.6 cm; Beijing Palace M useum
Published in Gugong bowuyuan cang jinxiandai shuhua tningjia zuopinji: Xu Beihong
(2006), p. 25
Figure 66
Gao Qifeng ( i f ^ t ,  1888-1933)
‘Roaring Tiger ’ (Xiaohu Iffij^B), 1908
Ink and colour on paper; Size: uncited; Heshi Zhile luo Collection
Published in Fong, Wen C. Between Two Cultures (2001), p. 87.
Figure 67
Gao Jianfu (if?jM5£, 1879-1951)
‘Flying in the Rain’ (Yuzhong feixing  1932
Ink and colour on paper; 46 x 35.5 cm;
A it M useum of the Chinese University o f Hong Kong
Published in Kao Mayching M. ed. Lingnan sangao huayi (1995), plate 29.
Figure 68
Zheng M antuo and Gao Jianfu (inscription)
‘Silver Bank and Autumn W ater’ (Yintang qiushui 1914
Medium, size and location: uncited
Published in Laing, Ellen Johnston. Selling Happiness (2004), plate 10.
Figure 69
Jin Guisheng ( ^ 1 ^ ^ : )
‘Chrysanthemum-Picking in the Xu Garden’(Xwywan caiju tu f^lS I^R ^IS l)
Illustration for the Dianshizhai Pictorial 15.3 (1890)
18
Published in Kuo, Jason C. ed. Visual Culture in Shanghai 1850s-1930s (2007), p. 106.
Figure 70 
Xu Beihong
‘Celestial M aiden Spraying Flowers’(Tiannii sanhua 1918
W atercolour on paper; 95 x 53cm; Mei Lanfang Memorial M useum 
Published in Liu Zhanwen et a l  eds. Mei Lanfang canghuaji (1998), p. 73.
Figure 71
Poster of M ei Lanfang in the role of ‘Celestial M aiden Spraying Flow ers’
Published in Mei Shaowu and Mei Weidong eds. Mei Lanfang zishu  (2005), p. 120.
Figure 72 
Xu Beihong
‘Farewell My Concubine’{Bawang bieji ffrESO M ), 1931 
Oils on canvas; 46 x 58 cm; Xu Beihong Memorial Museum 
Published in Xu Beihong huihua quanji (2001), Vol. II, p. 181.
Figure 73
Image of Cangjie (Cangjie xiang M tSM O  
Published in Yishu congbian ilSfifbjillfJf, 1 (1916).
Figure 74
Image of Cangjie (Cangjie xiang  
Published in Shenbao ^$1^, 25 October 1917.
Figure 75
Yi Yuanji ca 11th century)
‘M onkey and C at’ (Hou mao tu J^IS E I), undated
Ink and colour on silk; 31.9 x 57.2 cm; Taipei Palace Museum
Published in Gugong shuhua tula (1989-), Vol. XV, pp. 243-246.
Figure 76
Su Hanchen (jpcMlxL ca 12th century)
‘Children Playing in the Autumn Garden’ (Qiuting yingxi tu undated
Ink and colour on silk; 197.5 x 108.7 cm; Taipei Palace Museum 
Published in Gugong shuhua tulu (1989-), Vol. II, p. 67.
19
Figure 77
Lin Zhuang ('fvftfif)
‘Fruit and B ird’ (Guoshou lai qin tu undated
Ink and colour on silk; 26.5 x 27 cm; Beijing Palace Museum
Published in Liu Jiuan et al. eds. Zhongguo huihua quanji (Beijing, 1997-), Vol. IV,
plate 19.
Figure 78 
Xu Beihong
‘Old Pines and Cypresses in the Western H ills’ (Xishan gu songbo 1918
Ink and colour on paper; 85 x 51cm, Xu Beihong Memorial Museum 
Published in Xu Beihong huihua quanji (2001), Vol. Ill, p. 235.
F igure  79 
Xu Beihong
‘Fighting with a lAord (Boshi tu I f ^ l ® ) ,  1910s 
Watercolour; Size and location: uncited 
Published in Huixue zazhi 1 (1920).
Figure 80 
Xu Beihong
‘Slave and L ion’ (Nidi yu shi /K ltM ® ) ,  1924
Oil on canvas; 122.3 x 152.8 cm; Private collection
Sold at Christie’s auction in Hong Kong on 26 November 2006
Published in Xu Beihong zai Nanyang (2008), p. 178.
Figure 81
Chen Shizeng (O T f i# , 1876-1923)
‘Studying Painting '(Duhua tu ^ S l l l ) ,  1917
Ink and colour on paper; 87.7 x 46.6 cm; Beijing Palace M useum
Shown on http://www.dpm.org.cn/China/phoweb/Relicpage/15/R7307.htm
Figure 82
Li Yishi ( ^ § h t ,  1881-1942)
‘Zhang Chang Helping His Wife to Draw Eyebrows’
(Zhang Chang huamei undated
Watercolour; Size and location: uncited 
Published in Huixue zazhi 1 (1920).
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Figure 83
Lai Jigeng (3 |$^|jff)
‘Landscape of the Western Hills’ (Xishan fengjing xiesheng ca 1918
Watercolour; Size and location: uncited 
Published in Huixue zazhi 1 (1920).
Figure 84
He Luzhi (M lfS £ , 1861-1938)
‘M ountain-W ater’ (Shanshui ll]7fc), 1918 
Medium, size and location: uncited 
Published in Huixue zazhi 1 (1920).
Figure 85
Wang Hui ( i f t ,  1632-1717)
‘Fishing Boat in Peach Blossom’ (Taohua yuting undated
Ink and colour on paper; 28.5 x 43 cm; Taipei Palace Museum 
Shown on
http://www.npm.gov.tw/en/collection/selections 02.htm?docno=82&catno=15&pageno 
=5geno-5
Figure 86
Emile Auguste Carolus-Duran (1837-1917)
‘The Convalescent’ (Le Convalescent), ca 1860
Oil on canvas; 99 x 126 cm; Musee de Peinture et de Sculpture, Grenoble 
Published in Weisberg, Gabriel P. The Realist Tradition (1980), plate 142.
Figure 87
F ra n c is  Flameng (1856-1923)
‘Madame Flam eng’ {Madame Flameng), 1893 
Oil on canvas; 40 x 33 cm; Musee d'Orsay 
Shown on
http://www.musee-orsay.fr/en/collections/index-of-works/notice.html7no cache-l& zsz  
-5& lnum =
Figure 88
Lin Fengmian 1900-1991)
‘Humanity’s Pain’ {Renlei de tongku 1929
Medium, size and location: lost
Published in Andrews, Julia F. and Shen Kuiyi eds. A Century in Crisis (1998), p. 47.
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Figure 89 
Xu Beihong
T ian  Heng and Five Hundred Retainers’
(Tian Heng yu wubai zhuangshi [ F $4 3xl=filidr), 1928-1930 
Oil on canvas; 197 x 349 cm; Xu Beihong Memorial Museum 
Published in X u Beihong huihua quanji (2001), Vol. II, pp. 168-169.
Figure 90 
Xu Beihong
‘Female N ude’ (Niirenti j£ cA Ji), 1925
Charcoal drawing; 35 x 47 cm; Xu Beihong Memorial M useum 
Published in Lin Shuxin et al. eds. Xu Beihong huaji (1994), p. 62
Figure 91
Jean-Leon Gerome (1824-1904)
‘The Death of C aesar’, ca 1859-1867
Oil on canvas; 85.5 x 145.5 cm; The Walters Art Museum
Shown on http://art.thewalters.org/viewwoa.aspx?id=17030
Figure 92
Pascal Adolphe Jean Dagnan-Bouveret (1852-1929)
‘Horses at the Watering Trough’, 1884
Oil on canvas; 222 x 173cm; M usee d’Art et d ’Histoire, Chambery 
Published in Weisberg, Gabriel P. Against the M odem  (2002), p. 70.
Figure 93
Preparatory photograph for Horses at the Watering Trough, ca 1884 
Archives Departementales de la Haute-Saone, Vesoul 
Published in Weisberg, Gabriel P. Against the Modern (2002), p. 71.
Figure 94 
Xu Beihong
‘Drawing of H orse’ (Ma H ) , 1940
Charcoal drawing; 17 x 12 cm; Xu Beihong Memorial M useum 
Published in Xu Beihong huihua quanji (2001), Vol. II, p. 32.
Figure 95
Diego Velazquez (1599-1660)
‘The Toilet o f Venus’, 1647-1651
22
Oil on canvas; 122.5 x 177 cm; National Gallery, London 
Shown on
http://www.nationalgallery.org.uk/cgi-binAVebQbjects.dll/CollectionPublisher.woa/wa/
work?workNumber=ng2Q57
Figure 96 
Xu Beihong
‘The M iraculous Draught of Fishes after Raphael’, 1933 
Oil on canvas; 70 x 97 cm; Location: uncited
Published in Fine M odern Chinese Oil Paintings, Watercolors and  S cu lp tu re , 
Sotheby’s auction catalogue (Taipei: 18 October 1992), plate 17.
Figure 97
Raphael (1483-1520)
‘The M iraculous Draught of Fishes’, 1515-1516
Watercolour; Size: uncited; Victoria and Albert Museum
Shown on http://www.vam.ac.uk/images/image/10Q37-popup.html
Figure 98
Photograph of Xu Beihong and Jiang Biwei, ca 1923 
Published in Chen Yanfeng. Chang Yu (1995), p. 15.
Figure 99
Chang Yu (also known as San Yu 1900-1966)
‘Female Nudes in Pink’ (Fenhongse slutang luonii , ca 1928
Oil; 73 x 50 cm; Location: uncited
Published in Chen Yanfeng. Chang Yu (1995), p. 70.
Figure 100 
Xu Beihong
‘Lions’ (Xunshi tu 1)11®®!), ca 1922
Charcoal drawing; 60 x 43.8 cm; Private collection
Published in Andrews, Julia F. and Shen Kuiyi eds. A Century in Crisis (1998), p. 106.
Figure 101 
Chang Yu
‘Peony’ (Mudan  f iF h h  1921
Ink and colour on paper; 60 x 43.8 cm; Private collection 
Published in Chen Yanfeng. Chang Yu (1995), p. 57.
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Figure 102 
Xu Beihong
‘Drawing o f Shao Xunmei 1925
Medium, size and location: uncited
Published in Lin Qi. Haishang caizi Shao Xunmei zhuan (2002).
Figure 103 
Xu Beihong
‘M ale N ude’ {Nanrenti. M A fa ) ,  1921
Charcoal drawing; 48 x 31.8 cm; Xu Beihong Memorial M useum 
Published in Xu Beihong huihua quanji (2001), Vol. II, p. 96.
F igu re  104 
Xu Beihong
‘Male N ude’ (Nanrenti H A H ) ,  1922
Charcoal drawing; 47 x 30 cm; Xu Beihong Memorial M useum 
Published in Xu Beihong huihua quanji (2001), Vol. II, p. 97.
Figure 105 
Xu Beihong
‘Male N ude’ {Nanrenti H A f S ) ,  1924
Charcoal drawing; 50 x 32.5 cm; Xu Beihong Memorial M useum 
Published in Xu Beihong huihua quanji (2001), Vol. II, p. 119.
F igu re  106 
Xu Beihong
‘Male N ude’ {Nanrenti H  A la ) ,  1924
Charcoal drawing; 50 x 32.5 cm; Xu Beihong Memorial M useum 
Published in Xu Beihong huihua quanji (2001), Vol. II, p. 109.
Figure 107 
Xu Beihong
‘M ale N ude’ {Nanrenti IS A ? ! ) ,  1926
Charcoal drawing; 38.2 x 27 cm; Xu Beihong Memorial M useum
Published in Song Guangsen et a l  eds. Xu Beihong huaji (1981-88), Vol. IV, plate 2.
Figure 108
Paul Richer (1849-1933)
24
Photograph of ‘M ale M orphology’
Published in Callen, Anthea. T h e  Body and Difference: Anatomy Training at the Ebole 
des Beaux-Arts in Paris in the Later Nineteenth Century’, A rt History, 20.1 (1997), p.46.
Figure 109 
Paul Richer
Photograph of ‘Female M orphology’
Published in Callen, Anthea. ‘The Body and Difference: Anatomy Training at the Ecole 
des Beaux-Arts in Paris in the Later Nineteenth Century’, Art History, 20.1(1997), p. 50.
Figure 110 
Paul Richer
Photograph of ‘Female M orphology’
Published in Callen, Anthea. ‘The Body and Difference: Anatomy Training at the Ecole 
des Beaux-Arts in Paris in the Later Nineteenth Century’, A rt Histoty, 20.1(1997), p. 51.
Figure 111 
Xu Beihong
‘Female Nude from Back’ (Niirenti A A t f l ) ,  1920s
Charcoal drawing; 27.5 x 45 cm; Xu Beihong Memorial Museum
Published in Song Guangsen et al. eds. Xu Beihong huaji (1981-88), Vol. IV, plate 8.
Figure 112 
Xu Beihong
‘Female Nude from Back’ (Niirenti A lA flD , 1924
Charcoal drawing; 50 x 32.5 cm; Xu Beihong M emorial Museum
Published in Song Guangsen et a l  eds. Xu Beihong huaji (1981-88), Vol. Ill, plate 45.
Figure 113
‘Female N ude’ {Niirenti A A f i ) ,  1924
Charcoal drawing; 48.3 x 31.4 cm; Xu Beihong Memorial M useum 
Published in Xu Beihong huihua quanji (2001), Vol. II, p. 106.
Figure 114
‘Female N ude’ {Niirenti A A f l ) ,  1924
Charcoal drawing; 50 x 32.5 cm; Xu Beihong Memorial M useum 
Published in Xu Beihong huihua quanji (2001), Vol. II, p. 107.
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Figure 115
‘Female N ude’ (Niirenti ^C A fa), 1924
Charcoal drawing; 50.2 x 32.6 cm; Xu Beihong Memorial Museum 
Published in Xu Beihong huihua quanji (2001), Vol. II, p. 122.
Figure 116
‘Female N ude’ (Niirenti A A fM ’), 1920s
Charcoal drawing; 32 x 25.5 cm; Xu Beihong Memorial Museum
Published in Song Guangsen et al. eds. Xu Beihong huaji (1981-88), Vol. Ill, plate 83.
Figure 117
Leon-Augustin L’Hermitte (1844-1925)
‘Paying the Harvesters’ (La Paye des Moissonneurs), 1882 
Oil on canvas; 215 x 272 cm; Musee d'Orsay
Published in Weisberg, Gabriel P. Beyond Impressionism  (1992), p. 19.
Figure 118
Albert Besnard (1849-1934)
‘Peace through Arbitration’ (La Paix par VArbitrage), 1912 
Oil on canvas; 117 x 82 cm; Musee d'Orsay 
Shown on
http://www.musee-orsay.fr/en/collections/index-of-works/notice.html7no cache=l& zsz 
=5&lnum=
Figure 119
Clementine-Helene Dufau (1869-1937)
‘Portrait o f the Artist’ (Portrait de VArtiste), 1911 
Oil on canvas; M usee d'Orsay 
Shown on
http://www.musee-orsay.fr/en/collections/index-of-works/notice.html7no cache-l& zsz  
~5&lnum=
Figure 120
Jules Bastien-Lepage (1848-1884)
‘Potato Gatherers’ (Saison d'Octobre: Recolte des Pommes de Terre), 1879 
Oil on canvas; 180.7 x 196 cm; National Gallery of Victoria, Melbourne 
Published in Weisberg, Gabriel P. Beyond Impressionism  (1992), p. 27.
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Figure 121
Auguste Rodin (1840-1917)
‘The Burghers of Calais’ (Les Bourgeois de Calais), ca 1889
Image published in Lampert, Catherine et a l  eds. Rodin (2006-2007), p. 107.
Figure 122
Pierre Puvis de Chavannes (1824-1898)
T h e  Poor Fisherm an’ (Le Pauvre Pecheur), 1881 
Oil on Canvas; 155.5 x 192.5 cm; Musee d'Orsay 
Shown on
http://www.musee-orsav.fr/index.php ?id=851 &L= 1 &tx commentaire pi 1TshowUid1=37 
3&no cache=l
Figure 123 
Dagnan-Bouveret
‘Christ and the Disciples at Emmaus’, 1896-1897
Oil on canvas; 198.1 x 280.7 cm; Carnegie Museum of Art, Pittsburgh
Published in Weisberg, Gabriel P. Against the Modern (2002), p. 111.
Figure 124
Photographs of Anne-M arie and Jean Dagnan-Bouveret, ca 1896 
Preparatory photographs for Christ and the Disciples at Emmaus 
Published in Weisberg, Gabriel P. Against the Modern (2002), p. 113.
Figure 125
John Singer Sargent (1856-1925)
‘Carnation, Lily, Lily, Rose’, 1885-1886 
Oil on canvas; 174 x 153.7 cm; Tate Britain 
Shown on
http://www.tate.org.uk/servlet/ViewW ork?cgroupid=999999961&workid=13109&searc
hid=9268
Figure 126
Gustave Courbet (1819-1877)
‘The M eeting’ (Bonjour Monsieur Courbet), 1854 
Oil on canvas; 132 x 150.5 cm; M esee Fabre, Montpellier 
Published in Nochlin, Linda. Realism  (1990), p. 16.
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Figure 127
Gustave Courbet
'The Spring’ {La Source), 1868
Oil on canvas; 128 x 97 cm; Musee d'Orsay
Shown on
http://www.musee-orsav.fr/en/cQllections/index-of-works/notice.html7no cache-l& nnu  
mid=926
Figure 128
Edouard M anet (1832-1883)
‘Olympia’, 1863
Oil on canvas; 130 x 190 cm; M usee d'Orsay 
Shown on
http://www.musee-orsay.fr/en/collections/index-of-works/notice.html7no cachesl& nnu 
m id-712
Figure 129 
Titian (1488-1576)
‘Venus o fU rb in o ’, 1538
Oil on canvas; 119 x 165 cm; Uffizi Gallery
Shown on http://www.virtualuffizi.com/uffizil/Uffizi Pictures.asp?Contatore=296 
Figure 130
News about Xu Beihong in Shibao on 3 March 1926.
Figure 131 
Xu Beihong 
‘Rooster’
Design for the letterhead of the Modeng ( J ¥ ^ )  supplement of the Central Daily 
newspaper ( ^ 1 ^ 0 ^ ) .
Picture taken from M odeng , 2 February 1928
Figure 132
Ni Yide (M liM l, 1901-1970)
‘D ock’ {Matou $ § H ), 1929 
Medium, size and location: uncited
Published in Lin Xingyue. Zhongguo youhua bainianshi (2002), p. 115.
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Figure 133
Feng Zikai ( l E P t t , 1898-1975)
‘Reading by the W indow’, ca 1940
Ink and colour on paper; 48.3 x 33 cm; Robert H. Ellsworth Collection 
Published in Fong, Wen C. Between Two Cultures (2001), p. 126.
Figure 134 
Xu Beihong
‘Honeymoon’ (Miyue 1925
Oil on canvas; 93 x 118 cm; Xu Beihong M emorial Museum 
Published in Xu Beihong huihua quanji (2001), Vol. II, pp. 152-153.
F igu re  135 
Xu Beihong
‘Portrait of Jiang Biw ei’ (Jiang Biwei zhenying  1925
Oil on canvas; 73 x 59cm; Location: uncited
Published in Shi Shuqing ed. Xiandai shuhua touzi: Xu Beihong juan  (2005), p. 165.
F igu re  136 
Xu Beihong
‘Petting the Cal’(Fumao M ill), 1924
Oil on canvas; 65 x 53 cm; Xu Beihong M emorial Museum
Published in Xu Beihong huihua quanji (2001), Vol. II, p. 145.
Figure 137
(Left) Photograph of Xu Beihong with his oil portrait of Kang Youwei 
Published in Shibao Pictorial H^$(h10i1l on 28 March 1926 
(Right) Xu Beihong, ‘Portrait o f Kang Youwei’, 1920s 
Oil on panel, 47 x 56 cm; Location: uncited
Published in Shi Shuqing ed. Xiandai shuhua touzi: Xu Beihong juan  (2005), p. 171.
Figure 138 
Xu Beihong
‘Portrait of Ren Bonian’ (Ren Bonian xiang  f if [= |^ f^ ) , 1927 
Oil on canvas; 51 x 39 cm; Xu Beihong M emorial Museum 
Published in Xu Beihong huihua quanji (2001), Vol. II, p. 161.
F igu re  139 
Xu Beihong
29
‘Portrait o f Poet Chen Sanyuan’ (Shiren Chen Sanyuan xiang  
1927-1930
Oil on panel; 73 x 60 cm; Xu Beihong Memorial Museum 
Published in Xu Beihong huihua quanji (2001), Vol. II, p. 164.
F igu re  140 
Xu Beihong
‘Portrait o f Poet Chen Sanyuan’ (Sanyuan qianbei shiren Dj(MWtnf A )> 1928
Charcoal drawing; 48 x 32 cm; Xu Beihong Memorial M useum 
Published in Song Guangsen et a l  eds. Xu Beihong huaji (1981-88),Vol. V. plate7 
Figure 141
Photograph of ‘Painter Xu Beihong’
Published in Shibao Pictorial on 7 March 1926.
F igure  142
Wu Changshuo (M U ltll, 1844-1927)
‘Spring O fferings’, 1919
Ink and colour on paper; 145.7 x 79.4 cm; The M etropolitan M useum of Art 
Published in Fong, Wen C. Between Two Cultures (2001), p. 59.
F igu re  143
Paul Cezanne (1839-1906)
‘Pastoral’ (Pastorale), 1870 
Oil on canvas; 65 x 81 cm;
Shown on M usee d'Orsay
http://www.musee-orsay.fr/en/collections/index-of-works/notice.html7no cachesl& nnu 
m id=001306& cH ash=6103477e78
F igu re  144
Pan Yuliang ( 1 5 ^ ,  1895-1977)
‘Looking at M y Refection in the M irror’ (Guying | | f ^ ) ,  undated
Medium, size and location: uncited
Published in Funii magazine 15.7 (1929).
F igu re  145 
Li Yishi
‘Representation of the Song of Everlasting Sorrow’ (Changhenge huayi 
1929
W atercolour on paper; 22.5 x 17 cm; National Art Museum of China
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Shown on http://www.namoc.org/msg/cp/cpjx/2Q0812/t20Q81216 47873.html 
F igure 146
Yorozu Tetsugoro 1885-1927)
‘Nude (Resting Her Chin on Her Hand)’ (Rahu j^ flr) , 1926
Oil on canvas; 117 x 80 cm; The National Museum of M odern Aid, Tokyo
Shown on http://search.artmuseums.go.jp/records.php?sakuhin=4249
F igure 147
Liu Haisu ( g f f ^ g ,  1896-1994)
‘The Qingliang Tableland in Yellow M ountain’
(.Huangshan Qingliangtai f t  1954
Oil painting; 60.2 x 82 cm; Liu Haisu Museum
Shown on http://www.lhs-arts.org/cangpin view.asp?id=33
F igure 148
Shi Tao (dzf/ll, 1642-1708)
‘Clouds and M ountains’ (Yunshan tu Ift-LlM). undated
Ink and colour on paper; 45.1 x 30.8 cm; Beijing Palace M useum
Shown on http://www.dpm.org.cn/China/phoweb/Relicpage/16/R7886.htm
F igure 149
Anders Zorn (1860-1920)
‘Our Daily Bread’ ( Vart Dagliga Brod), 1886 
Watercolour; 68 x 102 cm; Private collection
Shown on http://www.anderszom.org/Vart-Dagliga-Brod-(Qur-daily-bread).html 
F igure  150
Wu Dayu (M^>J>I, 1903-1988)
‘G irl’ (.Nuhai 1920s
Oil on canvas; Size and location: uncited
Shown on http://www.vixingart.com/wudavu/3-008.htm
F igure  151
Cai Weilian ( H j ^ f l ,  1904-1939)
‘Self-Portrait’ (Ziji xiezhao §  tiH P IO , 1920s
Medium, size and location: uncited
Published in Funii magazine 15.7 (1929).
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Figure  152 
Xi Beihong
‘Playing F lu te’ (Xiaosheng U S ?), 1926
Oil on canvas ; 80 x 39cm; Xu Beihong Memorial Museum
Published in X u Beihong huihua quanji (2001), Vol. II, p. 156.
F igure  153 
Xu Beihong
‘Portrait o f Zhang Ji’ (Zhangji xiang 1928
Oil on panel; 56 x 69 cm; Xu Beihong Memorial Museum
Published in Xu Beihong huihua quanji (2001), Vol. II, p. 166.
F igure 154
D ingY anyong (T a r i f f ,  1902-1978)
‘Naked W oman Holding a Lut&\Baoqin de niirenti I S ^ i ^ I ^ A f i l ) ,  1943 
Oil on canvas; 55 x 46 cm; Location: uncited
Published in Lin Xingyue. Zhongguo youhua bainianshi (2002), p. 120. 
F igure  155
Pang Xunqin (jjfililfc, 1906-1985)
‘L ife’s R iddle’ {Rensheng de yami A ^ W P ) ,  1931 
Oil on canvas; Size and location: uncited
Published in Lin Xingyue. Zhongguo youhua bainianshi (2002), p. 114.
F igure  156 
Xu Beihong
‘Awaiting the Deliverer’(Xiwohou |^ $ c in ) ,  1930-1933
Oil on canvas; 230 x 318 cm; Xu Beihong Memorial Museum
Published in Xu Beihong huihua quanji (2001), Vol. II, pp. 174-175.
F igure  157 
Xu Beihong
‘Poetic Expression of People in the Six Periods '{Liuchaoren shiyi tu T v ^ A  
1939
Ink and colour on paper; 102.5 x 206.2 cm;
Yang Yingfa (^jJJltic) and Yang Yingqun (fllj/M-fO Collection in Singapore 
Published in Xu Beihong zai Nanyang (2008), pp. 218-219.
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Figure  158 
Xu Beihong
‘Shu Liang H e’ ($$£& £), 1931
Oil painting; 71 x 42 cm; Xu Beihong Memorial Museum 
Published in Xu Beihong huihua quanji (2001), Vol. II, p. 178.
F igu re  159 
Xu Beihong
‘The Foolish Old M an Moving the M ountain’ ( Yugong yishan 1940
Oil on canvas; 46 x 106.5 cm; Location: uncited
Published in Sotheby's Contemporaiy Chinese Art: Part I, auction catalogue (Hong 
Kong: 7 April 2007), p. 77.
F igure  160 
Xu Beihong
‘The Foolish Old M an M oving the M ountain’ (Yugong yishan M £a^I-L |), 1940 
Ink and colour on paper; 144 x 421 cm; Xu Beihong Memorial M useum 
Published in Xu Beihong zai Nanyang (2008), pp. 308-309.
F igure  161 
Xu Beihong
‘The Heroine Jing Thirteen’(Jing Shisanniang  1938
Ink and colour on paper; 100 x 48 cm; Xu Beihong Memorial M useum 
Xu Beihong huihua quanji (2001), Vol. Ill, p. 192.
F igu re  162 
Dagnan-B ou veret 
‘The Accident’, 1879
Oil on canvas; 92.5 x 130 cm; The Walters Art Museum 
Shown on http://art.thewalters.org/viewwoa.aspx?id=17015
F igure  163
Eugene Delacroix (1798-1863)
Scene from ‘The M assacre at Chios’ (Scene des Massacres de Scio), 1824 
Oil on canvas; 419 x 354 cm; Musee du Louvre
Shown on http://cartelen.louvre.fr/cartelen/visite?srv=car not fram e& idNotice-22745
F igure  164 
Xu Beihong
33
‘Jiufang G ao’ (Jiufang Gao f l f f jJp:), 1927
Ink and colour on paper; 83.9 x 119 cm; Location: uncited
Published in Shi Shuqing ed. Xiandai shuhua touzi: Xu Beihong juan  (2005), p. 134.
F igu re  165 
Xu Beihong
Drawing in the Preparation of Jiufang Gao (Jiufang Gao huagao undated
Ink on paper; 63 x 48 cm; Xu Beihong Memorial M useum
Published in Song Guangsen et al. eds. Xu Beihong huaji (1981-88), Vol. V, plate 87. 
F igure  166
Theobald Chartran (1849-1907)
‘The Sack of Rome by the G auls’, 1877 
Oil on canvas; 146.5 x 113.7 cm;
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Chapter 1 Introduction
F irs t o f  all, this thesis  is no t going to look  upon X u B eih o n g  as a god-like
figu re  w ho w as able to  gu ide  the d irection  o f tw en tie th -cen tu ry  C h inese  p a in ting
largely  on  h is ow n, or as a C om m unist pa in te r w ho used  his pa in tin g s po litica lly
to ra ise  his ob jections to  the K M T  governm ent (K u o m in ta n g , the lead ing  p arty  o f
the R ep u b lic  o f  C hina). O n the contrary, this thesis p roposes to  lo o k  at X u
B eih o n g  s im p ly  as an a rtis t w hose  w orks serve m ain ly  to p ro jec t h is personal
asp ira tions fo r his art and fo r h is career. B orn  in an age w hen  C h ina  w as
underg o in g  a huge rev o lu tion , to the ex ten t tha t a large-scale  tran sp lan ta tion  o f
W estern  c iv ilisa tio n  had  reached  the cu ltu ral core  o f  C on fu c ian ism  in  C hina, X u
B e ih o n g ’s p ro fic iency  in  W estern  realism  helped  the rap id  accu m u la tio n  o f his
rep u ta tio n  in  C h in a ’s a rt w orld , a fie ld  w hich  w as also g radually  dom in a ted  by
the W estern  fine art fram ew o rk  fo llow ing  the flood  o f W estern  cu ltu re  in to  C hina.
R ealism , th rough  the en dorsem en t and leg itim isa tion  p rov ided  by  the N ew
C ultu re  M o v em en t (ca 1916-1920) to the C om m unist governm en t, had  becom e
the g u id ing  princip le  fo r C h inese  art in the 1950s.1 X u B e ih o n g ’s dev o tio n  to
rea lism  there fo re  w on h im  an incom parab le  positio n  in C h in a ’s art arena. T his
ch arism atic  g lo rifica tion  o f X u B eihong  resu lted  in  his p re -em in en t status in
C h in ese  art; b u t this sam e  em inence  also  frequen tly  b rough t X u B eih o n g  under
attack , in  p a rticu la r in  the  ligh t o f  the non-figura tive  and au tonom ous tendencies
in  m o d ern  art. To avo id  im posing  such ideo log ica l ju d g em en ts  on  a study  o f  X u
B eih o n g  and  h is w ork, th is thesis uses the term  ‘ag en cy ’, a im ing  to  focus on X u
B e ih o n g ’s ow n efforts, in particu lar his appropria tion  o f  W estern  rea lism  in
dev e lo p in g  his g lorious career in  C h in a ’s a rt w orld. So the term  ‘a g en cy ’ as used
1 On the development of realism in twentieth-century Chinese art, see Lin Xingyue 
Zhongguo youhua bainianshi ‘A Century of Chinese Oil Painting’ (Taipei,
2002).
41
here  has n o th ing  to do w ith  in fluence  or im pact. In o ther w ords, th is thesis is no t 
go ing  to  lo o k  at X u  B eihong  as a sym bolic  national hero  and  thus o ffer a 
re tro sp ec tiv e  eva lua tion  o f  the au then tic ity  o f  his g reatness. T h is  thesis instead  
em ploys the  concep t o f  agency, endeavouring  to pu t X u B eih o n g  in to  his p roper 
con tex t, res to rin g  h is em pirica l p resence  as a concrete  person  and  artist. W ith  the 
use o f  te rm  ‘ag en cy ’ and  the inev itab le  lim it o f  the leng th  o f  a thesis, this 
d isse rta tio n  w ill focus on investiga ting  X u B e ih o n g ’s art and life  from  the la te  
1910s to  the m id  -930s, befo re  the ou tb reak  o f  the S econd  S ino -Japanese  War. 
T his w ar com m enced  in  1937 and ceased  in 1945, and w as im m ed ia te ly  fo llow ed  
by th e  C h in ese  N atio n a lis t-C o m m u n ist C iv il W ar.2 T herefo re , the  la te r s tage  o f 
X u B e ih o n g ’s career and the w hole  artistic  c lim ate  o f  C h ina  w ere  sub jec ted  to 
un avo idab le  in te rfe ren ce  from  C h in a’s po litics. T his thesis therefo re  w ill no t 
e lab o ra te  X u  B e ih o n g ’s life  during  th is period.
1.1 The Definition of Realism
R ealism , transla ted  in to  C h inese  as x ie sh i ( I tf 'if ) ,  x ia n sh i  (fjiHT), xiesh i 
zh u y i ( I I I S f f F i i ) ,  or x ia n sh i zhuyi ( IM S f j i i i i ) ,  w as a neo lo g ism  w h ich  appeared  
in  C h in ese  vocabu la ry  in the  early  tw en tie th  century. T he artic le  X iaosiu to  yu  
qunzh i zh i g u anx i ‘O n the R ela tionsh ip  b etw een  F ic tion
and  the G o v ern m en t o f  the P eop le), w hich  w as pub lished  b y  the  la te -Q in g  
re fo rm -m in d ed  L ian g  Q ichao  1873-1929) in  1902, w as am ong  the
earlies t C h inese  tex ts to  m en tion  the te rm  ‘rea lism ’. L iang  Q ichao  d iv ided  
fic tions in to  tw o styles: the idealistic  (lix iangpa i f l M M )  and  the rea lis tic  
(x iesh ipa i I f ’lf fM ). T he fo rm er p rov ided  readers w ith  a u top ian  w orld , w h ile  the 
la tte r rev ea led  to readers the ac tuality  o f  the p resen t earth ly  w o rld .3 L iang
2 On these two wars, see Jonathan D. Spence, The Search fo r  Modern China (New York and 
London, 1991), pp. 435-513.
3 Liang Qichao, ‘Xiaoshuo yu qunzhi zhi g u a n x i in Fang Zhiqin and Liu Sifen MMTfr
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Q ichao  assig n ed  to  fic tion  the  tasks o f educating  peo p le  and o f rescu in g  w hat he 
saw  as d isea sed  C h inese  society. L iang  Q ich ao ’s expecta tions fo r fic tion  
d em onstra te  how  rea lism  has been  inev itab ly  in tertw ined  w ith  natio n a lism  since 
it w as in troduced  in to  C hina.
L ian g  Q ich ao ’s artic le  saw  C hina as an ill state, and th is p o in t o f  v iew  
b ecam e a con sen su s am ong rad ica l in tellectuals. K ang  Y ouw ei 
1858-1927) reco rd ed  the advantages o f  E urope w hen he lived  there  in ex ile  from  
1904. T he  p u rp o se  o f  his E uropean  trips w as to seek  the “m agical p rescrip tion  
and m iracu lo u s m ed ic in e” from  the W est to rescue  a “seriously  ill C h in a” .4 T he 
lead ing  fig u re  o f  th e  N ew  C u ltu re  M ovem ent, H u Shi 1891-1962),
regarded  rea lism  as the rem edy  fo r the C hinese p e o p le ’s escap e  from  the real, 
dark  and  d iseased  sta te  o f  th e ir nation  and society .5 F o r these rad ical 
in te llec tuals , trad itional lite ra tu re  was also a m an ifesta tion  o f  the d iseased  cu ltu re  
and  thus a lso  needed  to be reform ed. H u  Shi advocated  rep lac ing  c lassica l 
lite rary  co n v en tio n s w ith  vernacular, a p rocess w hich  he  ca lled  C h in ese  
R en a issan ce .6 C hen  D uxiu  1879-1942) p roposed  a revo lu tio n  in
lite ra tu re  b y  aban d o n in g  the  aristocratic , classical and herm it lite ra tu re  in  pursu it 
o f  the  n ational, rea listic  and  social lite ra tu re .7 T he scho lar o f  C h inese  lite ra tu re
eds, Liang Qichao shiwenxuan ‘A Selection of Liang Qichao’s Poems and
Essays’ (Guangdong, 1983), pp. 471-482 (pp. 472-473).
4 Zhong Shu he iLJYM, ‘Xunzhao zhenli de Kang Youwei’ , ‘Kang Youwei,
the Truth Seeker’ in Zhong ed., Zouxiang shijie congshu -  Kang Youwei: Ouzhou shiyiguo youji 
liangzhong; Liang Qichao: Xmdalu youji j i  qita; Qiandanshili: Guimao luxingji, guiqianji ThiqJ
nmm - jstwn = BHW-h-Msrosffl = = mm±m mv
M fj|2 ’ ‘On the Way to the World Series -  Kang Youwei: Travelogue of Two of the
Eleven Visited European Countries; Liang Qichao: The Americas Travelogue and Others; 
Qiandanshili: Travelogues of the Guimao Year and Guiqian’ (Hunan, 1985), pp. 11-47 (p. 35).
5 Hu Shi,‘Yibusheng zhuyi’ Wj h4r.itg, ‘Ibsenism’, Xinqingnian (also New Youth), 
4.6(1918), pp. 489-490.
6 Hu Shi, ‘Wenxue gailiang chuyi’ ‘Suggestions for Reform in Literature’, New  
Youth, 2.5 (1917), pp. 1-11; Hu Shi, ‘The Renaissance in China’, Journal o f  the Royal Institute o f  
International Affairs, 5.6 (1926), pp. 265-283; Hu Shi, The Chinese Renaissance (Chicago,
1934).
7 Chen Duxiu, ‘Wenxue geming lun’ ‘On the Literary Revolution’, New Youth, 2.6 
(1917), pp. 1-4.
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C.T. H sia  h as  po in ted  out this un ique “obsession  w ith  C h ina” w hich  w as 
pervasive  am o n g  the in te lligen tsia  in  C h ina in the first h a lf  o f  the tw en tie th  
century. C h in ese  lite ra tu re  o f  this period  reveals an  “obsessive  concern  w ith  
C h ina  as a n a tio n  afflic ted  w ith  a sp iritual d isease and therefo re  u n ab le  to 
streng then  itse lf  o r change its se t w ays o f  inhum an ity” .8 In this obsession  w ith  
chang ing  C h in a , rea lism  w as considered  to  be a rem edy  fo r C h in a ’s d isease  and  a 
veh icle  fo r  C h in ese  cu ltu ral reform , and as a resu lt it carried  the na tio n a lis t 
bu rden  s in ce  the  beg inn ing  o f  its in troduction  into C hina.
T he in te llec tu a ls  m en tioned  above no t on ly  p roposed  refo rm s in  C hinese  
literature , th ey  w ere  also the p ivo ta l figures w ho b rough t in n ova tion  and  rea lism  
to the art fie ld . T he term  ‘R en a issan ce ’ w as also u sed  w idely  in  the  a rt w orld  by 
em inen t W este rn ised  pain ters such  as L in  F engm ian  1900-1991) and
X u B e ih o n g .9 C hen  D uxiu  firm ly  announced  that W estern  p ic to ria l rea lism  w as 
th e  ab so lu te  w ay  to re fo rm  C h inese  p a in tin g .10 T h is art revo lu tio n  w h ich  w as 
p roposed  b y  C h en  D uxiu  in  1919 becam e the gu ide fo r the d irec tion  o f  m odern  
C hinese art. T herefo re , a fte r it w as in troduced  into C hina, rea lism  qu ick ly  
assum ed  sig n ifican ce  in the C h inese  cu ltu ral field. Its popu la rity  re flec ted  th ree 
im po rtan t p h en o m en a  in m odern  C h inese  literature  and art: first, a la rge-scale  
transp lan t o f  W estern  kn o w led g e  in to  C hina; second, the im portance  o f  
na tio n a lism  in  m odern  C h inese  lite rary  and art fields; and  th ird , rea lism  w as an
8 C.T. Hsia, ‘Obsession with China: The Moral Burden of Modern Chinese Literature’, in Hsia, 
A History o f  M odem  Chinese Fiction (New Haven and London, 1971), pp. 533-554 (pp. 
533-534).
9 Lin Fengmian, ‘Zhi quanguo yishujie shu’ , ‘A Letter to the National Art
Field’, in Lang Shaojun and Shui Zhongtian eds, Ershi shiji Zhongguo meishu
wenxuan — ‘A Selection of Essays on Twentieth-Century Chinese Art’
(Shanghai, 1999), Vol. I, pp. 155-175; Xu Beihong, ‘Fuxing Zhongguo yishu yundong’ IMPld3 
IISIi§®jlliKj, ‘The Renaissance Movement of Chinese Art’, in Xu Boyang and Jin Shan
eds, Xu Beihong yishu wenji ‘A Collection of Xu Beihong’s Writings on
Art’ (Taipei, 1987), pp. 547-550.
10 Chen Duxiu, ‘Meishu geming’ ‘Art Revolution’, New Youth, 6.1 (1919), pp. 84-86
(p. 86).
44
in d isp en sib le  a ttribu te  o f  m odern ity  in  C h inese  lite ra tu re  and  art.
1.2 Realism and Xu Beihong’s Career
T h e  su p erio rity  o f  rea lism  in  m odern  C hinese art co n tribu ted  to  X u
B e ih o n g ’s em in en t sta tus in  the  w orld  o f  C hinese pain ting . X u  B eih o n g  firs t
learn t p a in tin g  w ith  h is father, X u D azhang  ? - 1914), and earned  a
liv ing  b y  m ak in g  portra its . U sing  rea lis tic  techniques in  his p o rtra itu re , X u
B eihong  th en  deve loped  h is career in the com m ercial art w orld  o f  S hanghai from
1915 to 1917, and had  opportun ities to associate  w ith  in fluen tia l figures in  the
re fo rm ation  o f  C h in ese  pain ting , such as K ang  Y ouw ei and the leaders o f the
L ingnan  S ch o o l, G ao  Jian fu  Gf|dw!]5£> 1879-1951) and G ao Q ifeng
1888-1933). F ro m  1918 to 1919, X u B eihong  taugh t pa in tin g  at the  B eijing
U niversity  P a in tin g  R esearch  S ociety  (B eijing  daxue hua fa  ya n jiu h u i
w hich  w as organised  by  C ai Y uanpei 1868-1940), w hose
aesthetic  tho u g h ts  h ad  far-reach ing  in fluence  upon the fo rm ation  o f  the  fine  art
fie ld  in  tw en tie th -cen tu ry  C hina. M oreover, B eijing U n iversity  w as the base  for
the p ro -W este rn  N ew  C u ltu re  M ovem ent. X u  B e ih o n g ’s ex p erien ces  in  Shanghai
and B e ijing  en ab led  h im  to associate  w ith  the afo rem en tioned  in te llec tua ls  w ho
p layed  a d ec is iv e  ro le  in  shap ing  the con tours o f m odern  C h in ese  art and  thus
saw  th e ir in flu en ce  upon  X u ’s life long  endeavours in  refo rm in g  C h in ese  pain ting
w ith  W estern  realism . F ro m  1919 to 1927, X u  B eihong  p u rsu ed  art stud ies in
E urope. H e  acqu ired  a so lid  g rounding  in  W estern  academ ic  rea lism  during  this
period . A fte r  he  re tu rned  to C hina, his p ro fic iency  in  p a in stak ing  rea lism  rap id ly
w on h im  fam e  as an accom plished  C hinese spokesm an fo r W estern  art. In the
1929 N a tio n a l A rt E xh ib ition , X u B e ih o n g ’s im age as a rig id  rea lis t w as
re in fo rced  b y  his d en ig ra tion  o f  W estern  m odern ist pain ters. S oon  a fte r he
m oved  b ack  to C h ina , X u B eihong  started  to create  la rge-scale  h y b rid  h isto ry
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pain tings w h ich  becam e the m ost rep resen ta tive  o f h is artistic  ach ievem ents.
L a te r on, X u  B eih o n g  gradually  tu rned  his atten tion  to the creation  o f  rich ly  
allegorica l in k  p a in tings. In  particu lar, h is expressive  ho rse  pain tings b ro u g h t 
h im  p restig e  as a lead er in  the w orld  o f  national pa in ting  (Fig. 1). As a loyal 
p rac titioner o f  W estern  realism , X u B eihong  w as h igh ly  regarded  as the founder 
o f  C h inese  R ea lism , the fa ther o f m odern  C hinese  pain ting , the  fo reru n n er o f  the 
m o d em  C h in ese  R ena issance , the p io n eer o f  new  C hinese  art, and so o n .11 
M oreover, w ith  the  rich  im plica tions and  patrio tic  passion  in  his w orks, X u  
B e ih o n g ’s sta tus in C h in a ’s art w orld  w as fu rther e levated  as an ind ispensab ly  
im p o rtan t f ig u re  in  bo th  the  W estern ised  and  the trad itional arenas o f  C h inese  
pain ting . A s regards X u B e ih o n g ’s ach ievem ents and his s ign ificance  in m o d em  
C h inese  art h istory , the T aiw anese artist and critic  X ie L ifa  concluded  th a t X u 
occup ies th e  m o st p ro m in en t p o s itio n .12
1.3 Literature Review
T h ere  has b een  a considerab le  num ber o f  pub lica tions on X u B e ih o n g ’s life  
and  w ork. X u  B e ih o n g ’s w ives, Jiang  B iw ei ( $ ^ 9 $ $ )  and L iao  Jingw en  (0 it§ J 
3C), have bo th  p u b lish ed  b iographies o f  h im .13 A  com ple te  co llec tion  o f  X u 
B e ih o n g ’s speeches, a rtic les, inscrip tions and letters w as also  pub lished  by  W ang
11 Xie Lifa HfMfife and Jiang Xun X u  Beihong -  Zhongguo Xieshi zhuyi de dianjizhe
‘Xu Beihong -  The Founder of Chinese Realism’ (Taipei, 1984); 
Guo Moruo f  ‘Jinian Xu Beihong xiansheng’ ‘In Memory of Xu
Beihong’, in Wang Zhen ~E'M, Xu Beihong yanjiu ‘A Study on Xu Beihong’
(Jiangsu, 1991), pp. 282-283; Murase Masao ‘Xiandai Zhongguo huihua fuxing de
bizu’ fE-R'L ‘The Forerunner of Modern Chinese Renaissance’, in Mei de
huhuan-Jin ian  Xu Beihong danchen 100 zhounian ~ —Lf
‘A Call for Beauty -  In Memory of Xu Beihong on the 100th Anniversary of His Birthday’ 
(Beijing, 1995), pp. 34-44.
12 Xie and Jiang, Xu Beihong, p. 99.
13 Jiang Biwei, Jiang Biwei huiyilu: Wo yu Beihong : ‘Jiang Biwei’s
Memoirs: Beihong and Me’ (Taipei, 1967); Liao Jingwen, Xu Beihong yisheng: Wo de huiyi
—,-fe : ‘Xu Beihong’s Life: My Memoirs’ (Beijing 1999).
46
Z hen  (also nam ed  Jin  Shan), and X u B e ih o n g ’s son, X u B o y a n g .14 T h ey  also 
pub lished  d e ta iled  ch rono log ies o f  X u B e ih o n g .15 B esides h is tex ts , X u 
B e ih o n g ’s pa in tin g s h av e  also been  con tinuously  pub lished . A m o n g  them , X u  
B eihong  h u a ji ‘P ain tings b y  X u B eihong’), p u b lish ed  b y  the X u
B eihong  M em o ria l M useum , and X u  B eihong  hu ihua  quan ji 
‘A  C orpus o f  X u B e ih o n g ’s P a in tin g s’), pub lished  by the Y ishujia  publisher, have 
the  m ost co m p reh en siv e  co llections o f  X u B e ih o n g ’s w o rk s .16 In add ition  to the 
pu b lish in g  o f  the w orks co llec ted  in the X u B eihong M em o ria l M useum , the 
B eijing  P a lace  M u seu m  he ld  an exh ib ition  to display  its co llec tio n  o f  X u 
B e ih o n g ’s pa in tin g s b e tw een  N ovem ber 2005 and F eb ruary  2006. S evera l o f  the
1Hexh ib ited  w orks had  p rev iously  been little  know n to the pub lic . T h e  la test 
la rge-scale  ex h ib itio n  on X u B eihong  w as held  in S ingapore  fro m  A pril to June  
2008, and  it exp lo red  the social p rac tices in X u B e ih o n g ’s art in  add ition  to 
d isp lay ing  severa l o f  his w ell-know n p a in tin g s .18 In add ition  to all th is, som e 
cata logues hav e  stu d ied  the  m arket value o f  X u B e ih o n g ’s p a in tin g s and to ld  
readers how  to tell the  au then tic ity  o f  w orks w hich  have been  c ircu la ted  in the 
m ark e t.19 T h ese  pub lica tio n s have b roadened  ou r k n ow ledge  o f  X u B e ih o n g ’s
14 Xu and Jin, Xu Beihong yishu wenji, 2 vols (Taipei, 1987); Wang Zhen and Xu Boyang eds, Xu 
Beihong yishu wenji ‘A Collection of Xu Beihong’s Writings on Art’ (Ningxia,
1994); Wang Zhen ed., Xu Beihong wenji ‘A Collection of Xu Beihong’s Writings’
(Shanghai, 2005).
15 Xu Boyang and Jin Shan eds, Xu Beihong nianpu ‘A Chronology of Xu Beihong’
(Taipei, 1991); Wang Zhen ed., Xu Beihong nianpu changbian ^ iJ$/r|-fna Ji:llfi, ‘A
Comprehensive Chronology of Xu Beihong’ (Shanghai, 2006).
16 Song Guangsen 5^3^^ et al. eds, Xu Beihong huaji, 6vols (Beijing, 1981-1988); Xu Beihong 
huihua quanji, 3 vols (Taipei, 2001).
17 Gugong bowuyuan cang jinxiandai shuhua mingjia zuopinji; Xu Beihong
‘Collections of Works of Renowned Modern Painters and 
Calligraphers in the Beijing Palace Museum: Xu Beihong’ , exhibition catalogue (Beijing:
Beijing Palace Museum, 2006).
18 Xu Beihong zai Nanyang ‘Xu Beihong in the Malay Archipelago’, exhibition 
catalogue (Singapore: Singapore Ait Museum, 2008).
19 Shi Shuqing S&lsfW e(fi Xiandai shuhua touzi: Xu Beihong juan  :
‘Investment in Modem Chinese Calligraphy and Painting: The Volume of Xu Beihong’ (Beijing, 
2005); Yang Xin (I?iff ed., Zhongguo jinxiandai shuhua zhenwei jianbie: Xu Beihong juan  T  pi|
11 Id0 : ‘The Authenticity of Modern Chinese Calligraphy and
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artistic  accom p lish m en ts  from  m any d ifferen t angles.
X u B e ih o n g ’s s ign ificance  in m o d em  C hinese art has pu t h im  am ong  the 
m ain  focuses o f  in te rest in re la ted  scholarsh ip . W ang Z hen  is p erhaps the 
research er w ho  has been  devo ted  the m o st tim e to w ork ing  on  h im . In  add ition  to 
the pu b lish in g  o f  his ch rono log ies and w ritings, W ang Z hen  also  co llec ted  a 
thorough  lis t o f  reports, rev iew s and artic les on X u B eih o n g .20 T h ese  papers, in 
particu la r tho se  w ritten  in m em ory  o f  X u  B eihong, co llec tive ly  fo rm ula ted  a 
charism atic  v ision  o f  X u B eihong, a v ision  w hich has con tinued  in to  th is century. 
F o r exam ple , in  the con ference  w hich  w as held  in m em ory  o f  X u B eih o n g  on the 
50 th ann iversary  o f  h is dea th  in  N an jing  in  2003, X u B e ih o n g ’s ch a rism a  w as still 
em phasised . H is d evo tion  to rea lism  and  patrio tic  passion  w as h ig h ly  p ra ised  in 
the co n fe ren ce .21 A lso , as m en tioned  above, the B eijing  P a lace  M u seu m  held  an 
ex h ib ition  on  X u  B eihong  in  m em ory  o f  him  on the 110th ann iversary  o f  his 
b irthday  in 2005 , w hich  w as also am ong  the ce lebra tion  rep erto ire  o f  the 80th 
ann iversary  o f  B eijing  P a lace  M useum . T his charism atic  g lo rifica tion  o f  an artist 
w as in large p a rt d erived  from  the C om m unist po litical percep tio n  o f  X u 
B e ih o n g ’s a rtis tic  con tribu tions. T ake X u B e ih o n g ’s h isto ry  p a in tin g  ‘J iu fang  
G ao ’ (J iu fa n g  G a o j ' l f j ^ ,  1931) as an  exam ple: it w as o ften  p o litica lly  read as a 
satire  on the  K M T ’s m udd le-headed  and ty rann ical leadersh ip  w h ich  oppressed  
the real in te llec tua ls  and  the C om m unists  (Fig. 2 ).22 H ow ever, the in sc rip tion  on 
the J iu fa n g  G ao  p o in ts  ou t tha t this pa in tin g  w as the seven th  version  w hich  X u 
B eihong  h ad  w orked  on this them e. M oreover, this p a in tin g  w as ded ica ted  to  the
Painting: The Volume of Xu Beihong’ (Zhengzhou, 2005).
20 Wang, Xu Beihong yanjiu; Wang Zhen ed., Xu Beihong pingji ‘A Collection of
Commentaries on Xu Beihong’ (Guangxi, 1986).
21 Fan Baowen et al. eds, Shiji fengbei -  Xinshiji shoujie Xu Beihong xueshu yantaohui
limwetiji Id'KiflFi- -  ‘The Landmark of the Century -  A
Collection of the Papers for the First Conference on Xu Beihong in the 21st Century’ (Tianjin, 
2004).
22 For example, Wang, Xu Beihong yanjiu, pp. 287-295, 304 & 320.
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m em ory  o f  L ian  N anhu  1868-1932), a trad itional learned  scho lar and a
co llec to r o f  C h inese  p a in tin g  and calligraphy. T his po litica l read in g  o f  X u 
B e ih o n g ’s w orks reduced  the  rich  layers o f  m eanings in  X u B e ih o n g ’s pain tings, 
such  as h is  asp ira tions and  endeavours to  com bine C h inese  and  W estern  pain ting , 
and  his in te rac tio n  w ith  the in te llectual c irc les. N onetheless, it he lp ed  to e levate  
X u B e ih o n g ’s em inence  to be one o f  the grea test and the m ost pa trio tic  pa in te rs 
in  C o m m u n is t C hina.
B esides the  g lo rify ing  fo rm ula tion  o f  X u B eihong, fro m  the  1990s there  has 
also  been  an  increasin g  quan tity  o f researches ho ld ing  a re la tiv e ly  neutral 
perspective  on  X u B e ih o n g ’s con tribu tions. T his perspective  has em erged  along  
w ith  the u n fo ld in g  o f  the d iversified  landscape o f tw en tie th -cen tu ry  C h inese  art 
in  the scho larsh ip . R ea lism  w as seen as on ly  one o f several con tingencies o f  
m odern  C h in ese  pain ting . T his re-evaluation  o f  the s ign ificance  o f  rea lism  
looked  at m o d ern ity  in C h ina  from  a p o stco lon ia l angle w hich  res to red  the active 
agency  o f  C h in ese  artists in the face o f  the  challenges posted  by  the  W est and  
thus re -ap p ro v ed  the v ita lity  o f  trad itional ink  pain ting  in  m o d em  tim es. In this 
regard , X u B e ih o n g ’s rea lism  has been  critic ised  by som e scho lars as a passive  
and  c lum sy  im ita tio n  o f  the W est, T he scholars W en F ong  and  M ich ae l S u llivan  
bo th  argued  th a t X u B e ih o n g ’s in ten tion  to com bine C h inese  and W estern  art in 
his h isto ry  p a in tin g  w as a failure. S u llivan  even critic ised  X u  B e ih o n g ’s cho ice  
o f  W estern  rea lism  as being  b lind  to the rea l state o f m odern  W estern  art.24 
T hese  n eg a tiv e  com m en ts on X u  B e ih o n g ’s art reflec t a fact that, although  X u 
B e ih o n g ’s ach iev em en ts  w ere finally  exam ined  in the ligh t o f  a rt fo r a r t’s sake,
23 Wen C. Fong, Between Two Cultures: Late-Nineteenth- and Twentieth-Century Chinese 
Paintings from  the Robert H. Ellsworth Collection in the Metropolitan Museum o f  Art (New York, 
2001), p. 96; Michael Sullivan, Art and Artists o f  Twentieth-Century China (California and 
London, 1996), p. 70.
24 Sullivan, A rt and Artists o f  Twentieth-Century China, p. 72.
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they  w ere  seen  w ith in  a critica l fram ew ork  o f  W estern  m odern  art, w hich  saw  the 
non -fig u ra tiv e  tendency  as the co rrec t d irec tion  o f m odern  pain ting . T his 
p ro -W estern  c ritica l fram ew ork  considers the sub jec tive  and ex p ressiv e  
rep resen ta tions o f  trad itional C hinese ink  pain ting  to be  m ore  co inc iden t w ith  the 
trends o f  W estern  m o d ern  art. T his para lle l betw een  W estern  m o dern ism  and 
trad itional C h in ese  art dem onstra tes the com plex ity  o f  m odern ity  in  the 
d iscussion  o f  C h inese  pain ting . As Joh n  C lark  has p o in ted  out, a m odern  C h inese  
p a in ting  m ay  b e  obv iously  insp ired  by  the W estern avan t-garde  even  though  it 
w as crea ted  w ith  very  typ ica l b rush  and  ink  25 In the studies o f  th is co m p lex ity  
in  m odern  C h in ese  pain ting , X u  B e ih o n g ’s rea lism  is o ften  co m p ared  w ith  the 
C h inese  a rtis ts  w ho  em ployed  m ore avan t-garde  trends o f W estern  art or adop ted  
trad itiona l C h in ese  p a in ting  m odes, such  as L in  F engm ian  and  C h an g  Yu (also  
know n  as S an  Yu 1900-1966).26 D avid  W ang in  the a rtic le  ‘In  th e  N am e o f
the R e a l’ in v o k ed  the debate  betw een  X u B eihong  and X u Z h im o in the 1929 
N ational A rt E x h ib itio n  to exam ine X u B e ih o n g ’s rea lism  and  m ade  the 
fo llow ing  co m m en t th a t “T h e  ‘re a l’ transm itted  by th e ir [T he F ren ch  A cadem ic  
R ealists] w o rk s m igh t be understood  as a residue  o f  p reced ing  rea lism s, any th ing  
b u t the  ‘tru e ’ R ea lity  X u B eihong  saw. X u B e ih o n g ’s p rob lem  w as no t tha t he  
advocated  an idea  o f  the  R eal, bu t tha t he had no t learned  any th ing  abou t the 
cham eleo n  n a tu re  o f  R ea lism  from  his con tact w ith  E uropean  rea lism , to say 
no th ing  o f  th e  m any  h is to rica lly  p roven  varia tions in  it tha t had  occurred  during  
the  one h u n d red  years befo re  the 1929 Shanghai ex h ib itio n ’.27 D av id  W ang 
apparen tly  d isag reed  w ith  the rea lism  that X u B eihong  pu rsu ed  in E u rope and
25 John Clark, ‘Problems of Modernity in Chinese Painting’, Oriental Art, 32.3 (1986), pp. 
270-283.
26 David Der-wei Wang, ‘In the Name of the Real’, in Maxwell K. Hearn and Judith G. Smith eds, 
Chinese Art: Modern Expressions (New York, 2000), pp. 28-59; Eugene Wang, ‘Sketch 
Conceptualism as Modernist Contingency’, in Hearn and Smith, Chinese Art: Modern  
Expressions, pp. 102-161.
27 Wang, 'In the Name of the Real’, p. 32.
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then  b ro u g h t back  w ith  h im  to China. B y com parison , D av id  W ang app roved  X u 
Z h im o ’s de fen ce  o f  the fo rm alism  o f  W estern  m odern  art. H e  com m en ted  th a t 
‘L ook ing  b ack , one m ay  find  th a t his [X u Zhim o] artistic  tastes su rpassed  h is 
poetic  se n s ib ilitie s ’.28 M oreover, D av id  W ang used  L in  F e n g m ia n ’s pa in tings to 
exem plify  X u  Z h im o ’s idea  o f  m odern  art, and im plied  tha t L in F e n g m ia n ’s 
fo rm alism  m ig h t fit m ore  than  X u B e ih o n g ’s rea lism  to b e  th e  m o d e  o f  m odern  
C hinese  p a in ting . D av id  W ang ev iden tly  em ployed  a W estern  art fram ew o rk  to 
exam ine th e  co rrec tness o f  X u B e ih o n g ’s know ledge o f  W estern  art, bu t m igh t 
ignore th e  sub jec tiv ity  o f  a  C h inese a rtis t’s O cciden t app rop ria tion  o f  the W est. 
X u B e ih o n g  is u n d oub ted ly  a figure  o f  rem arkab le  sign ificance  in  m odern  
C hinese  p a in tin g  because  o f  his ind ispensib le  p resence in  a varie ty  o f  re la ted  
studies. N o n eth e less , in the W estern  and  com parative  light, h is em in en ce  has 
been  g rad u a lly  eroded . F urtherm ore, th is p erspective  has increasing ly  endow ed  
X u B e ih o n g  w ith  a conservative  im age.
A s d iscu ssed  above, a rich  body  o f  m ateria ls and studies on X u B eihong  has 
been pub lish ed . A t the sam e tim e, this has brought a d icho tom y  to  X u B e ih o n g ’s 
h isto rica l repu ta tion . T h is d icho tom y ind icates that the co rpo rea l X u  B eih o n g  is 
b ecom ing  in v is ib le  in the d iscursive  p rac tices o f  fo rm ula ting  h im  as a sym bo lic  
and g rea t ‘a u th o r’, because  he has been  increasing ly  detached  fro m  his ow n 
em pirica l ex p erien ces  and h is contex t. W h a t then occupies the  p lace  o f  the 
au thor ‘X u  B e ih o n g ’ is an ideo log ica l opera tion .29 T herefo re , th is thesis a im s to 
conduct a  fu n d am en ta l s tudy  o f  X u B eihong  by  looking  in to  his ow n w orks. 
A lthough  X u  B eih o n g  had  frequen tly  been  the focus o r the issu e  in  the 
scho larsh ip , a tho rough  analysis o f his pa in tings w as no t cond u c ted  until recen tly
28 Wang, ‘In the Name of the Real’, p. 32.
29 For the intricate relationships between ideological operation and historical writing, see Michel 
Foucault, ‘What is an Author’, in Donald Preziosi ed., The Art o f  Art H istoiy: A Critical 
Anthology (Oxford, 1998), pp. 299-314.
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by the C h in ese  scho lar H ua T ianxue ).30 She p u b lish ed  h e r s tudy  on  X u
B eihong in  2007 , in  w hich  she invoked  fo rm al analysis, exam in in g  in detail w hat 
reform s X u  B eih o n g  had  m ade to trad itional C h inese  pain ting  th ro u g h  subjects, 
contents a n d  techn iques. B y com parison , this thesis w ill s tudy  X u B e ih o n g ’s art 
on a ch ro n o lo g ica l basis, and em ploys a m ore  so c io lo g ica lly -o rien ted  perspective, 
putting  m o re  em phasis  on the in terac tion  betw een  X u B e ih o n g ’s caree r and his 
context,
1.4 Methodology -  Agency and Art Field
F irst, th is  thesis w ill focus on X u  B e ih o n g ’s thoughts on rea lism  and w ill 
also ex am in e  how  X u B eihong  dem onstra tes his though ts in h is  pa in tings. 
M oreover, th is thesis aim s to study  X u B eihong  em pirica lly  and  thus w ill 
investiga te  h is w orks and activ ities in  the con tex t o f his tim e. To ach ieve this 
goal, this th esis  is go ing  to  em p loy  the concep ts o f  agen t/ag en cy  and field, w hich 
the F rench  so c io lo g is t P ierre  B ourd ieu  (1930-2002) used  to  s tudy  the  literary  and 
art fields o f  n ine teen th -cen tu ry  F ran ce .31 To transcend  the d ich o to m y  betw een  
the su b jec tiv ism  w hich  sees an artis t as a crea to r o f un iversa l m in d  free  from  his 
social c o n te x t and the  ob jec tiv ism  w h ich  sees an a rtis t’s c rea tio n  fu lly  
de te rm ined  by  his social structures, B ourd ieu  looked  at an artis t as an agent 
w hose ac tio n s w ere  cond itioned  by h is ‘h ab itu s’ and  his social s ituations.
H abitus re fe rs  to  a set o f  d ispositions w hich  incline an artist to ac t in  a certa in  
m anner. I t is genera lly  fo rm ed  from  a long -te rm  process o f  incu lca tion  such  as 
education  an d  fam ily  b ackground .32 A lthough  hab itus cond itions an a r tis t’s 
actions to  a la rge  extent, an artist m ay  decide  w hich  action  he is go ing  to  take
30 Hua Tianxue, Xu Beihong de Zhongguohua gailiang .^!fill T  ilS m .fF ‘Xu Beihong’s 
Reforms in Chinese Painting’ (Shanghai, 2007).
31 For Bourdieu’s studies of French literary and art fields, see Pierre Bourdieu, The Field o f  
Cultural Production (Cambridge and Oxford, 2004); and The Rules o f  Art (Cambridge, 2005).
32 For the discussion of habitus, see Pierre Bourdieu, Distinction: A Social Critique o f  the 
Judgement o f  Taste, trans. Richard Nice (London, 1984), pp. 169-225.
52
accord ing  to  h is socia l re la tions in  the fie ld  in  w hich  h e  is situated , ra th e r than 
being  d e te rm in ed  o n ly  by  h is habitus. B ourd ieu  still associated  an  a rtis t’s 
in ten tions w ith  h is social contex t, bu t d id  no t deprive the  artists o f  h is 
subjectiv ity . T he  su b jec tiv ity  o f agen t and  agency  has been  fu rth e r em phasised  
by  la te r an th ro p o lo g is ts  and  art h istorians, such as A lfred  G ell and W .J.T. 
M itch e ll.33 T h ese  stud ies, how ever, g round the active aspects o f  the  agents in 
o b jec tive  soc ia l re la tions, that is, “the ob jectiv ity  o f  the su b jec tive” in  B o u rd ieu ’s 
te rm s.34 In  o th er w ords, they  em phasise  the m anipu la tions and  in ten tions o f  the  
agents w ith o u t look ing  at them  w ith  the  pu re  charism atic  v ision  o f sub jec tiv ism  
or w ith  m ech an is tic  s tructuralism . T his thesis aim s to lo o k  at X u  B eihong  w ith  
th is co n cep t o f  agent, w ith  the in ten tion  o f  dem onstra ting  how  X u  B e ih o n g ’s 
orig ins as a p ro fessio n a l po rtra itis t led  to  h is p reference  fo r rea lism , w hy  he 
chose  W estern  academ ic  realism  w hen he was in F rance, how  he adap ted  
W estern rea lism  fo r C h in a ’s local contex t, and w hy he re jec ted  the c ircu la tion  o f 
W estern  m o d e rn  pain tin g  in  C hina. L ook ing  at X u B eihong  as an  agen t w ho is 
co n d itio n ed  b y  his hab itus, on b eh a lf o f  W estern realism , and  w ho m akes cho ices 
accord ing  to  h is socia l s ituations, it w ill g round the tra jec to ry  o f  X u  B e ih o n g ’s 
career fro m  a trad itional portra itist, a p rac titioner o f W estern  academ ic  rea lism , a 
rig id  rea lis t, and  then  the  leader o f m odern  C hinese  pain tin g  in  the  art fie ld  and 
social co n tex t o f  h is day. W ith  that k in d  o f  agency w hich  strikes a b a lance  
b etw een  p ass iv e  rece iv er and active m aker, this thesis in tends to avo id  the 
charism atic  e lev a tio n  o f X u B eihong  as the ru ler w ho w as cap ab le  o f  shap ing  the 
contours o f  m odern  C h inese  pain ting  on  his ow n; m eanw hile , agency  w ill base 
X u B e ih o n g ’s adherence  to realism  on his artistic  asp irations and  socia l positions
33 Alfred Gell, Art and Agency: An Anthropological Theory (Oxford, 1998); W.J.T. Mitchell, 
What Do Pictures Want?: The Lives and Loves o f  Images (Chicago, 2006).
34 Bourdieu, The Field o f  Cultural Production, p. 4.
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w ithou t lo o k in g  at it as on ly  a belated  and  passive  im ita tion  o f  the  W est.
A g en cy  has b een  increasing ly  em ployed  in the studies o f  m o d em  C hinese 
literatu re  to  tu rn  th e  focus o f non-W estern  m odern ism s from  m a k e rs ’ in fluence to 
rece iv e rs’ ap p ro p ria tio n .35 B y looking  in to  m odern  C hinese  lite ra ry  w orks, 
S hu-m ei S h ih  rev ea led  in the C h inese agency  the “ w ilfu l m an ip u la tio n  and 
m isun d erstan d in g  o f  the  O ccidental O th e r fo r d istinc tly  local p u rp o ses” .36 T his 
O cciden ta l co n stru c tio n  o f the  W est w as also d iscussed  by L ydia L iu  in her 
research  on  the la rge-sca le  translation p ro jec t in m odern  C h in a .37 T h e ir treatises 
w ill be u sefu l references fo r this study  o f  X u B e ih o n g ’s read in g  o f  realism . T his 
thesis in tends to  avo id  look ing  at X u B e ih o n g ’s u nderstand ing  o f  rea lism  in the 
ligh t o f the  W est, b u t to focus on his persona l in terp re ta tion  o f  th is superio r form  
o f  cu ltu ral cap ita l w h ich  w as leg itim ised  in  the N ew  C ultu re  M ovem en t. B y 
scru tin ising  X u  B e ih o n g ’s w ritings, speeches and op in ions o n  rea lism  in  the 
1910s and  1920s, th is thesis aim s to revea l how  X u B eihong, as an agen t on 
b eh a lf o f W estern  rea lism  in C hina, g radua lly  estab lished  his p restig e  in the art 
w orld  th rough  his percep tio n , transla tion  and appropria tion  o f  realism . T his 
thesis is g o ing  to focus on  X u B eih o n g ’s in ten tions and ac tions to  ad ju st his 
read ing  o f  rea lism  in  accordance  w ith  struc tu ra l changes in  the a rt fie ld , and by  
th is m eans it w ill also  dem onstra te  the dynam ic  and com plex  re la tionsh ip  
betw een  the  agen t and  h is social s ituations.
In ad d itio n  to u n fo ld ing  C hinese a g e n ts ’ local constructions o f  realism , this 
in vestiga tion  o f  X u B e ih o n g ’s thoughts on  realism  w ill b ring  to the  fo re  the 
transla tion  o f  fine art (;m eishu  and  the  form ation  o f  an  art fie ld  in  early
35 For the critical term ‘appropriation’, see Robert S. Nelson and Richard Shiff eds, Critical 
Terms fo r  A rt H istory (Chicago and London, 2003), pp. 160-173.
36 Shu-mei Shih, The Lure o f  the Modern: Writing Modernism in Semicolonial China 1917-1937 
(California and London, 2001), p. 13.
37 Lydia H. Liu, Translingual Practice: Literature, National Culture, and Translated Modernity -  
China, 1900-1937 {Stanford, 1995).
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tw en tie th -cen tu ry  C hina, the second p o in t o f  this thesis, M eishu , the C h inese  
eq u iva len t o f  ‘fin e  a r t’, d id  no t ex ist in  C h inese vocabu lary  un til the  firs t decade 
o f  the tw en tie th  century. Its in troduction  invo lved  a la rge-sca le  transp lan ta tio n  o f 
W estern  k n o w led g e  in to  C h ina  to rep lace  the  C onfucian  o rth o d o x y  w h ich  had
• * 38been  u n d er destru c tio n  fo llow ing  the co llapse  o f  the  im perial reg im e in 1911.
T his tran sla tio n  p ro jec t o f  fine  art led to  the fo rm ation  o f  the art fie ld  in  C hina. 
M oreover, it  en d o w ed  fine  art w ith  the em blem  o f  new  C h inese  cu ltu re  and 
national ch arac ter.39 A long  w ith  the rhetorical fo rm ula tion  o f  fin e  art, the 
W estern  m odes o f  rep resen ta tion  also dom inated  the d iscourses o f  the 
tw en tie th -cen tu ry  C h in ese  pain ting. N o m atter w hich  stance  a C h in ese  pa in te r 
was tak ing , rad ica l o r trad itional, he had  to redefine  his o rig in  and  iden tity  w ith in  
this W este rn ised  fram ew ork  o f  m eishu .40 T he  rad ica l pa in ters m ay  consider 
W estern  m im esis  as th e  b est veh icle w ith  w hich  to refo rm  the  concep tua l form s 
o f  trad itio n a l C h inese  pain ting ; w hile  the trad itional cam p drew  on the 
non -fig u ra tiv e  tendencies o f  m odern  W estern  art to defend  the m o d ern ity  o f  the 
trad itio n a lly  o rthodox  lite ra ti pain ting .
T he  fu n d am en ta l b ifu rca tion  o f C hinese and W estern  pa in ting  trad itions, as 
N orm an  B ry so n  has po in ted  out, increased  the com plex ity  o f the d iscussion  o f 
m odern ity  in  C h inese  p a in tin g .41 T he  concep t o f  fie ld  w ill describe  th is com plex  
and co n tested  natu re  o f  C h in a ’s art arena. In  B o u rd ieu ’s theo re tica l m odel, field
38 Cai Yuanpei’s article ‘Yi meiyu dai zongjiao shuo’ ‘On the Replacement of
Religion with Aesthetic Education’ was the monumental statement for this transition of cultural 
framework. For this article, see Gao Pingshu et al. eds, Cai Yuanpei wenji: Jiaoyu (Xia)
: CF)> ‘A Collection of Cai Yuanpei’s Writings: Education (II)’ (Taipei. 1995),
pp. 378-384.
'9 For the formulation of meishu, intellectual revolution, artistic response, and educational 
reform, see Xiaobing Tang, Origins o f  the Chinese Avant-Garde: The Modern Woodcut 
Movement (California and London, 2008), pp. 9-40.
40 Shih Shou-Chien ‘Dui Zhongguo meishushi yanjiu zhong zaixian lunshu moshi de
shengsi’ ‘A Examination of the Discursive Mode
of Representation in the Study of Chinese Art History’, Renwen xuebao 15 (1997), pp.
1-29.
4! Fong, Between Two Cultures, p. 96.
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is a  s tru c tu red  socia l space  w hich  accom m odates the agents w ho  are occupy ing  
d iverse  p o sitio n s  engaged  in  com petition  fo r the contro l o f  p o w er and for the 
leg itim acy  o f  w h a t ‘is 5 and w hat ‘is n o t’ the th ing  at issue 42 In the  art field , 
artists w ill b e  en g ag ed  in accum ulating  cu ltural capital, e s tab lish ing  p restige  and 
con ferring  leg itim acy  on  w hat should  b e  m odern  C hinese  pain ting . M ichel 
H o ck x ’s re sea rch  on  th e  lite rary  fie ld  o f  tw en tie th -cen tu ry  C h in a  serves as the 
m ain  re fe ren ce  fo r this s tudy  o f C h in a ’s a rt field. H ockx em ployed  B o u rd ieu ’s 
theo ry  o f  f ie ld  to  analyse  the  con tex t o f  the form ation  o f C h in a ’s lite ra ry  fie ld , its 
opera tions and  structu res, and  the ac tions o f  its agents 43 H e also  p o in ted  out that 
C h in a ’s f ie ld  w as dom in a ted  by  a th ird  p rincip le , in add ition  to  the au tonom ous 
and  h e te ro n o m o u s p rincip les o f  the F rench  field. H e argued  tha t th is th ird  
p rinc ip le  “m o tiv a ted  m odern  C hinese w riters to consider the w ell-b e in g  o f  the ir 
coun try  and  th e ir  p eo p le” .44 T his concern  fo r the nation  and the p eo p le  should  
be “the o b sess io n  w ith  C h ina” in  C.T. H s ia ’s term s. T h is th ird  p rin c ip le  caused  
the  perv asiv en ess  o f  nationalistic  d iscourses and leg itim ised  the superio rity  o f 
realism  in  C h in a ’s art field . U sing  th is fie ld  m odel, this thesis in tends to  avoid  
c ritic ising  the  co n serv a tism  o f  X u B e ih o n g ’s realism  in  the W estern  ligh t, bu t to 
loo k  at h is rig id  rea lis t stance as a re su lt o f  his w ilfu l p o sitio n -tak in g  action 
w ith in  C h in a ’s ow n con flic ted  art field .
1.5 The Structure of Thesis
T his thesis  w ill feature  an investiga tion  into the tra jec to ry  o f  X u B e ih o n g ’s 
read ing  o f  rea lism  in  the 1910s and 1920s, the tim e p ivo ta l in  the  fo rm ation  and 
con firm atio n  o f  X u B e ih o n g ’s rea lis t identity , bo th  ch ron o lo g ica lly  and 
m ethodo log ica lly . X u  B e ih o n g ’s career during  this tim e w ill b e  d iv ided  in to  four
42 Bourdieu, The Field o f  Cultural Production, pp. 6-9,
43 Michel Hockx ed., The L iteraiy Field o f  Twentieth-Century China (Surrey, 1999), pp. 1-20.
44 Hockx, The Literary Field ofTwentieth-Centwy China, p. 12.
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stages: th e  S hanghai period , at B eijing  U niversity , the E u ro p ean  period , and the 
1929 N a tio n a l A rt E xh ib ition . E ach  ch ap ter w ill b ring  X u B e ih o n g ’s w ritings 
in to  scru tiny , and w ill exem plify  them  w ith  h is con tem poraneous pain tings, 
along w ith  a look  in to  re la ted  fields o f activity.
C h ap te r 2  w ill exam ine how  X u B e ih o n g ’s early  experiences and the 
S hanghai c ircu m stan ce  shaped  his p ercep tio n  o f realism . F irst, th is chap ter w ill 
study  h o w  X u  B e ih o n g ’s background  as a p ro fessional p o rtra itis t equ ip p ed  him  
w ith  a g rea t fac ility  in rea lis tic  rendering  and  enabled  h im  to en te r the 
com m erc ia l art w orld  and  m odern  art educa tion  business o f  S hanghai, w hich  was 
filled  w ith  W estern  ch ic  and  realistic  p rac tices. Second, w ith  the  m im esis 
p rinc ip le  shared  in  bo th  C h inese  and W estern  portra itu re  and  th e  rheto rica l 
in te rch an g e  o f  conno ta tions betw een  the te rm s xiezhen  ( ^ T l f , ‘ren d erin g  the 
rea l’), x ie sh i  and zh enx iang  ( j i tf t- , ‘p o rtra itu re ’ and ‘tru th ’), th is chap ter
w ill in v estig a te  the p rocess by w hich  C h inese  indigenous rea lism  transited  from  
an a rtisan  p rac tice  to a superio r fo rm  o f cu ltu ra l capital and  a sym bo l o f  
m o dern ism  and  nationalism . W ith  this assim ila tion  and neg o tia tio n  o f  W estern 
realism , C h in ese  po rtra itu re  and nationalism , this chapter in tends to  reveal how  
X u B e ih o n g ’s early  experiences and the re la ted  con tex t fo rm ed  his hab itus w hich  
shaped  h is  la te r pen ch an t fo r realism .
C h ap te r  3 firs t looks in to  the transla tion  o f  the W estern  te rm  ‘fine  a r t’ and 
the fo rm atio n  o f  art fie ld  in  C hina. C ai Y uanpei w as the p iv o ta l figu re  in this 
la rge-scale  transp lan ting  o f  the W estern  art fram ew ork. H e p ro m o ted  aesthetic  
educa tion  to  rep lace  the trad itional C onfucian  instruction  and e leva ted  the status 
o f  art b ey o n d  the level o f  m ere technology. T hrough  Cai Y uan p ei’s form ula tion , 
art becam e  the new  em blem  o f  C h inese  cu ltu re  and  national character. T he  
second p a r t  o f  th is chap ter w ill focus on X u B e ih o n g ’s ac tiv ities in  the  B eijing
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U niversity  P a in tin g  R esearch  Society, the  associa tion  w hich  C ai Y uanpei 
estab lish ed  to  b rin g  in to  p rac tice  h is aesthetic  ideas. T h rough  the artic les th a t X u 
B eihong  p u b lish ed  during  th is tim e, this chap ter w ill ex am in e  how  X u  B eihong  
responded  to  th is new  th o ugh t and how  h e  reshaped  h is iden tity  as an artist and 
his p e rcep tio n  o f  rea lism  w ith in  this new  a rt fram ew ork. F inally , th is ch ap te r w ill 
look  at the  B e ijin g  U n iv e rsity  P ain ting  R esearch  Society  as a sm all art field , 
exam in ing  how  the  tu tors w ith  d ifferen t backgrounds re fo rm ula ted  th e ir 
ph ilo soph ies w ith in  this new  fram ew ork  and  how  they com peted  to  re ta in  their 
leg itim acy  o r p restig e  in  this new ly -fo rm ed  art field.
C h ap te r 4  w ill exp lo re  X u B e ih o n g ’s transla tion  o f W estern  rea lism  through  
the  artic les and  speeches tha t he  pub lish ed  and delivered  in  the p e rio d  during 
w hich  h e  p u rsu ed  a rt stud ies in E urope. F irst, th is chap ter is go ing  to  investiga te  
X u B e ih o n g ’s stu d en t life  in Paris, and the  in fluence o f  F ren ch  acad em ic  realism  
upon  h is w orks. M oreover, by look ing  in to  X u B e ih o n g ’s life  in P aris , it w ill 
unfo ld  his bo h em ian  m anner, w hich  is overshadow ed  by his la te r s te reo ty p ed  
im age as a co n serv a tiv e  and rig id  realist. T h is  chap ter is go ing  to  exam ine  the 
actual im ag e  and ev a lua tion  o f X u B eihong  in the eyes o f  h is  con tem poraries . 
W ith  h is rea lis tic  craftsm ansh ip  and bohem ian  m anner, X u B eih o n g  w as 
su ccessfu lly  leg itim ised  as an avan t-garde  and repu tab le  agen t on  b e h a lf  o f 
W estern  a rt in  C h in a ’s art fie ld . O n the basis  o f  this im age so d iffe ren t from  the 
stereo type  in  scho larsh ip , this chap ter in tends to argue th a t X u  B e ih o n g ’s rea lism  
m ay  not be  p e rce iv ed  as a be la ted  im ita tio n  o f  o ld -fash ioned  W estern  pain tin g  in 
the  co n tex t o f  his day. In  th is regard , this chap ter aim s to focus on  X u  B e ih o n g ’s 
personal read in g  o f  W estern  rea lism  in stead  o f exam ining  w h eth er his transla tion  
is fa ith fu l to  the  o rig inals o r not. T hrough  delineating  X u B e ih o n g ’s exp lanation  
o f  realism , th is ch ap te r is go ing  to d isc lo se  how  an agent w ill m an ip u la te
58
W estern  b o rro w in g s in  accordance  w ith  h is aspirations and  p o sitions and the 
ru les o f  the  g iv en  field .
C h ap te r 5 w ill sc ru tin ise  the first N ational A rt E xh ib itio n  w h ich  w as held  in 
S hanghai in  1929. T h is  exh ib ition  is p ivo ta l in the construction  o f  X u B e ih o n g ’s 
im age as an  o ld -fash io n ed  and  rig id  rea list, because  he p u b lish ed  an article 
en titled  H u o  (H*, ‘D o u b ts ’, 1929), in w h ich  he rep roached  severa l in fluen tia l 
figures o f  m o d ern  W estern  pain ting , inc lud ing  E douard  M an e t (1832-1883), Paul 
C ezanne (18 3 9 -1 9 0 6 ) and  H enri M atisse  (1869-1954).45 X u B e ih o n g ’s a ttack  on 
m odern is t p a in tin g  triggered  a  b itte r d ispu te  centred  on ‘D o u b ts ’, and  X u Z him o 
1897-1931) becam e the loudest vo ice against X u  B e ih o n g ’s stance. B y 
delineating  th e  tw o X u s’ appropria tion  o f  the term  zhen  (JlT., ‘rea lity ’), this 
chap ter w ill rev ea l the d iversity  in  C h inese  ag en ts’ O ccidental fo rm ula tion  o f  the 
W est. B esid es  the  tw o  X u s ’ debate, this chap ter w ill also investiga te  o ther 
articles and  rep o rts  abou t this exhib ition . T hrough this in v estiga tion  into the 
d iscursive  sp ace  o f  the exh ib ition , this chap ter w ill reveal the in tertw in in g  o f  fine 
art and  n a tio n a lism  spec ific  in  C h in a’s art field. M oreover, it w ill also  d isclose 
the co m p lex ity  and  p e rp lex ity  w hich  occu rred  in the sh ift o f  v isual parad igm s 
and  rh e to rica l im p lica tions fo llow ing  the transla tion  o f  ‘re a lism ’ and ‘fin e  a rt’ . 
A dd itionally , th is ch ap te r also  in tends to unfo ld  the increasing ly  m atu red  and 
con flic ted  a rt fie ld  in  C h ina  by  p rob ing  the com petition  b etw een  the agents, each 
o f  w hom  w as ac tin g  on  b eh a lf o f  a specific  W estern  p a in tin g  sty le. T hey  
com peted  to  be accep ted  as the new  leg itim ate  au thority  in  the co n test as to  w hat 
shou ld  be m o d ern  p a in tin g  in  C hina. T h is chap ter aim s to p ro jec t the  N ational 
A rt E x h ib itio n  as the  conflic ting  fie ld  o f  artistic  nego tia tion  and p o w er display, 
in  w hich  X u  B e ih o n g ’s seem ing ly  an ti-m odern  stance w ill be  a w ilfu l ac tion  o f
45 Xu Beihong, ‘Huo’, in Xu and Jin, Xu Beihong yishu wenji, pp. 131-134 (p. 131).
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position -tak ing .
F inally , C hap ter 6 w ill loo k  in to  X u B eih o n g ’s pa in tings, in  p a rticu la r the 
large-scale  h is to ry  pain tings and the  rich ly  allegorical in k  pain tings. B y 
analysing  X u  B e ih o n g ’s pain tings from  the perspectives o f  hybrid ity , a llego ry  
and  m odern ity , th is chap ter in tends to reveal how  X u B eih o n g  c ry sta llised  his 
artistic  ideas in to  h is pain tings, and how  his pain tings p ro jec t the  en tw in in g  o f  
na tio n a lism  and  the b ifu rca te  p ic to ria l system s o f  C hinese and  W estern  art, the 
specific  lu re  and  challenge o f  m odern  C hinese  pain ting .
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Chapter 2 The Perception of Realism
2.1 Indigenous Realism (Xiezhen) in Xu Beihong’s Early Art Practice
X u B e ih o n g ’s in te rest in  pa in ting  em erged  at an early  age. A cco rd in g  to  his 
autobiography, X u B e ih o n g ’s first pa in tin g  teacher w as his fa th er X u D azhang, 
w ho w as also  a pa in ter.46 X u D azhang , how ever, w as apparen tly  no t w ell-know n 
because h is nam e  is seldom  m entioned  in  the h istorical accoun ts or in  later 
scho larsh ip  on  C h inese  painting. In X u B eihong’s account, h is fa th e r  m ade a 
liv ing  by  m ak in g  p o rtra its  and was able to pa in t rea listica lly  47 X u  D azhang  
developed  k een  observational skills by  draw ing  from  natu re  in stead  o f  im itating  
acknow ledged  m asterp ieces . H is m ethod  o f  learn ing  pain tin g  suggests that he 
w as a p ro fessio n a l pain ter, because develop ing  observational sk ills w as essen tia l 
rn trad itional p o rtra rt pain ting  train ing, a genre o f  pro fessional pain ting . 
M oreover, h is se lf-tau g h t learning experience  suggests that he  cam e from  a 
hum ble fam ily. In  add ition  to pain ting , X u  B eihong cla im ed  that X u D azhang  
w as also p ro fic ien t in  ca llig raphy  and seal cutting, skills trad itiona lly  regarded  as 
the artistic  p rac tices  o f  literati p a in te rs.49 T his personal accoun t m ay  be  a 
deliberate  g lo rifica tio n  o f  his fa ther b y  X u  B eihong. X u D azhang  w as no t an  
inherito r o f  a p a in tin g  school nor w as he o f  a scholar-offic ial fam ily. H is social 
iden tity  w as th a t o f  a p ro fessional painter. N onetheless, X u B e ih o n g  p ra ised  his 
fa ther fo r h is scho la rly  accom plishm ents and C onfucian h igh -m indedness. T hese
46 Xu Beihong’s autobiography was published in the 46th issue of Liang You magazine (jifA) in 
1930. This article, ‘Beihong zishu’ §  jjjL ‘Beihong in His Own Words’) is collected in Xu 
and Jin, Xu Beihong yishu wenji, pp. 1-28.
47 Xu, ‘Beihong zishu’, p. 2.
48 Li Shuqing ‘Moxie zai xiaoxiang huashi de lunshu yu chuangzuo’
‘Discourse and Practice of Making Portraits from Memory in the History of 
Portraiture’ Gugong xueshu jikan 19. 3 (2002), pp. 29-58.
49 Robert T. Thorp and Richard Vinograd, Chinese Art and Culture (New York, 2001), pp. 
261-268 & 301-310.
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references to  X u  D azh an g ’s m astery  o f  ca llig raphy  and sea l cu ttin g  and  to  his 
m ild  m an n er d em onstra te  tha t X u B eihong  in tended  to endow  his fa th er w ith  the 
im age o f  a  lite ra ti pain ter, w ho h isto rica lly  en joyed  h igher sta tus than  
p ro fessio n a l c ra ftsm en .50 X u B e ih o n g ’s in ten tion  is also m an ifest in  h is accoun t 
o f  his ea rly  ex p erien ce  o f  art learning, w hen  he said  that h is fa ther requ ired  him  
n o t to learn  p a in tin g  until he  had fin ished  studying  the canon  o f  C onfuc ian  
philosophy, the F o u r  B o o ks an d  F ive C lassics.51
X u B e ih o n g  started  to learn  pa in ting  w ith  his fa ther at the  age o f  n ine and  in 
the fo llo w in g  year he  w as ab le  to help  his fa ther to add co lo u r to  som e m inor 
parts  in  th e  p ic tu re s .52 F ew  o f  X u D azh an g ’s pain tings hav e  su rv ived  now adays. 
A m ong them , S o n g yin  kezi tu  (j^Pi?§|<7PlfiL ‘C oaching  M y  S on  under the  P ine 
S h ad e’, 1905), in the  co llec tion  in  the X u B eihong M em oria l M u seu m  in  B eijing , 
is the m o st freq u en tly  rep roduced  (Fig. 3). In  addition , X u D a z h a n g ’s su rv iv ing  
w orks a lso  in c lu d e  a ten -lea f  a lbum  o f  b lue-and-green  landscape pain tings,
J ingx i sh ijin g  (jj-0?Jt“i ‘ln :5 ‘Ten V iew s o f  J in g x i’, 1907), now  in  the co llec tio n  in 
the Y ixing A rch iv es  (Fig. 4). T his a lbum  renders ten  scenic  spots o f  X u 
D azh an g ’s h o m eto w n  in Y ixing province. S uch  illustra ted  reco rds o f  local scenic 
spots w ere  p o p u la r  in trad itional C h inese  p rin ts .53 T he h eav ily -co lo u red  green 
sty le o f th e  a lb u m  reveals a nostalg ic  flavour. T his b lu e-and -g reen  sty le  is 
co n v en tiona lly  co n sid ered  a characteristic  o f  the artisan  tas te  o f  trad itiona l 
p ro fessional p a in tin g  o f  the  N orthern  Schoo l as opposed  to  the scho larly  taste  o f
50 The dichotomy between literati and professional painting has often been seen in the narrative 
of Chinese painting history. Nevertheless, some studies in recent years have been conducted to 
challenge this dichotomy, such as James Cahill, The Painter's Practice: How Artists Lived and  
Worked in Traditional China (New York, 1994).
51 Xu, ‘Beihong zishu’, p. 3.
52 Xu, ‘Beihong zishu’, p. 3.
53 Liu Xin MBJf ed., Zhongguo gubanhua: D ili juan  'I 'HItItIiM® : ‘Traditional Chinese
Woodcuts: Geography Volume’ (Hunan, 1998).
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lite ra ti p a in tin g  o f  the  S ou thern  S choo l.54 T he a lbum -leaf fo rm at, nostalg ic  
a tm osphere  and  heav ily -co lou red  sty le o f  the Ten Views o f  J in g x i can  find  sim ilar 
exam ples in  the  w orks o f  p ro fessional pain ter, such  as the Q ing  co u rt pa in te r and 
also  the lead in g  o rthodox-schoo l pa in te r W ang Y uanqi’s (zEUflijiR, 1642-1715) 
X ih u  sh ijin g  tu  ‘Ten V iew s o f  W est L ak e ’) and X u D a z h a n g ’s
con tem porary , R en  X io n g ’s (ffEflt, 1823-1857 ) a lbum  S h iw a n  tu  ("hill111, ‘Ten 
o f  Ten T h o u san d  P a in tin g s’, 1856) (F igs 5-6).
In  co n trast to the h eav ily -co lou red  landscape pain tings, how ever, X u 
D azh an g ’s C oach ing  M y  Son  under the P ine  Shade  is an ou tline  d raw ing  
p a in ting  in  in k  and ligh t colour. A t the  cen tre  o f the p icture , X u  D azh an g  and  X u 
B eihong  are show n  seated  under the shadow  o f  a p ine  tree. X u B eih o n g  holds a 
b rush  in h is hand , abou t to w rite  som eth ing  dow n in the no tebook , w ith  a gesture  
w hich  responds to the  title  o f  the  pain ting . T he fou r treasures o f  a sc h o la r’s study 
(brush, ink -stick , p ap e r and  ink-stone) and som e o ld -fash ioned  th read -bound  
books are la id  on the desk  at w hich  X u B eihong  sits. T he  b ack g ro u n d  is a w all 
w ith  a ro u n d  w indow  in  it, and  a num ber o f  th read-bound  books are p iled  up  
b eh ind  the w indow . A  scho larly  air is accord ingly  len t to the  p a in tin g  by  these 
su rround ing  item s. T his pa in tin g  p ro jec ts  the im age o f  a sch o la r on the  father. X u 
D azh an g ’s se lf-p ro jec tio n  in  the p ic tu re  to  a large degree co incides w ith  the 
lite ra ti p a in te r im age w hich  is bestow ed  on  h im  in X u B e ih o n g ’s autobiography. 
M oreover, th is  pa in ting  also  reveals X u D azh an g ’s expec ta tions fo r X u B eihong, 
fo reseeing  X u  B e ih o n g ’s la te r endeavours to becom e a W estern ised  C hinese  
pa in te r w ith  accom plishm en ts in  the lite ra ti pain ting  realm .
T he co m position , in  w hich  a figu re  is given social iden tity  o r socia l 
m ean ing  b y  b e in g  rendered  in a setting  fu ll o f  an tique artefacts , o r w ith  the
54 Richard M. Barnhart el al. eds, Three Thousand Years o f  Chinese Painting (New Haven and 
London, 1997), pp. 232-234.
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cu ltu ra l trap p in g s o f  the literati, w as popu lar in  the po rtra itu re  o f  the  la te r M ing  
and  Q ing  perio d s. O n the one hand, p o rtra it pa in ting  o f  th is type dem onstra ted  
the  bu rg eo n in g  m ateria l cu lture  du ring  this tim e, in line  w ith  the adven t o f  a 
co m m erc ia lly -v ib ran t society  o f  consp icuous consum ption , w hich  fo stered  an 
increasin g  in te re s t in  ind iv idualism  and  portraitu re; on the o th e r hand , this 
p o rtra it gen re  h e lp ed  p rofessional pain ters to bu ild  the ir ne tw orks w ith  the 
literati-gen try , and  thus further deconstruc ted  the d icho tom y b e tw een  the 
sch o lar-am ateu r and  pro fessional artis ts .55 T he scholarly  a ir in C oaching  M y  Son  
u nder the P in e  Sh a d e  is rem in iscen t o f  the handscro ll Wang Yuanqi y iju  tu  QiJGK 
jflSIS^Ifiil, ‘P o rtra it o f  W ang Y uanqi A pprecia ting  C h ry san th em u m s’) by  the 
Q ing  p ro fess io n a l p o rtra itis t Yu Z h id in g  ca 1647-1716) (F ig. 7). W ang
Y uanqi is p o rtray ed  sea ted  on a couch , su rrounded  by  books and scro lls and 
a ttended  b y  th ree  servants. H e is lean ing  against a backrest, s ip p in g  a cup o f  
w ine, and  en jo y in g  h im se lf in apprecia ting  an array o f  ch ry san th em u m s in 
p lan ters. T h e  re lax ed  atm osphere, em blem s o f  cu ltural refinem en t, and  the w ine 
and  ch ry san th em u m s all m ake an allusion  to  the fou rth -cen tu ry  rec lu se-p o e t Tao 
Y uanm ing ( P M M ) . 56
W ang Y u an q i’s face  is rendered  rea listica lly  w ith  fin e -lin e  d raw ing , so ft 
shad ing  and  care fu l, rich  layers o f  ink  w ashes, revealing  Yu Z h id in g ’s solid  
fo u n d atio n  in  the  p o rtra it genre o f  p ro fessiona l pa in ting . X u D a z h a n g ’s C oaching  
M y Son  u n d er  the P ine Shade  also sees th is v iv id  fac ia l dep ic tio n  w ith  the aid o f 
m od ellin g  techn ique , w hich  is ch aracteristic  o f  C h inese  po rtra itu re . N evertheless,
55 Wang Cheng-hua TTFIfe, ‘Niiren, wupin yu ganguan yuwang: Chen Hongshou wanqi 
renwuhua zhong Jiangnan wenhua de chengxian’ A;A ' rm 14^A :
‘The Late-Ming Culture of Sensibility: Women and Objects in Chen 
Hongshou’s Late Figure Painting’, Jindai Zhongguo funiishi yanjiu jfrfAl-1 AW A, 10
(2002), pp. 1-57. For the relationship between individualism and portraiture in late Ming period, 
see Craig Clunas, ‘Artist and Subject in Ming Dynasty China’, Proceedings o f  the British 
Academy, 105 (2000), pp. 43-72.
56 Richard Vinograd, Boundaries o f the Self: Chinese Portraits, 1600-1900 (Cambridge and New 
York, 1992), pp. 53-54.
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th e  figures in  X u  D azh an g ’s pain ting  are m ore  rig id , lack ing  the  sense  o f  casual 
in fo rm ality  and m o b ility  th a t W ang Y uanqi’s im age reveals, w h ich  is c rea ted  by 
Yu Z h id in g ’s su g g estiv e  descrip tion  o f the  physica l vo lum e o f  W ang Y uanqi’s 
torso  u n d er the  robe . T he frontal, fu ll-leng th  figure , po rtray ed  sea ted  in  a chair, 
w ith  the co n trast b e tw een  the heav ier fac ia l m odelling  and  the re la tiv e ly  
fo rm ula ic  d raw in g  o f  the c lo th ing  in X u D azh an g ’s C oaching  M y  So n  und er the 
P ine Shade, are th e  custom ary  p icto ria l dev ices in  C h inese com m em orative
S 7  *portra itu re  (Fig. 8). T here  are no com m em orative  portra its am ong  X u 
D azh an g ’s su rv iv in g  w orks. N onetheless, an ancestor portrait, w h ich  is a ttributed 
to X u B e ih o n g ’s early  w ork, m ay help  us to understand  X u D a z h a n g ’s life as a 
po rtra itis t and  the sk ills he passed  on to X u  B eihong  (Fig. 9). T h is ancesto r 
p o rtra it show s a fron ta l and fu ll-leng th  figure seated  in  a ch a ir a t the  cen tre  o f the 
p icture. T h e  fo re b e a r’s head  is m odelled  w ith  a shading  techn ique. T h e  life like  
effect in  h is  face  is in contrast to his h igh ly  decorated  offic ia l costum e, w hich  is 
devo id  o f  any  in d ica tio n  o f physical p resence  under the robe. T h is ancesto r 
portra it fo llo w s th e  conven tions o f  C h inese  ancesto r portra itu re . N onetheless, the 
sm iling  lo o k  on the fo reb ea r’s face reflec ts  the in fluence o f photography, 
in troduced  in to  C h in a  by the B ritish  at the tim e o f the O p ium  W ar o f  1840-42 
(Fig. 10).5S
X u B e ih o n g ’s ancesto r po rtra it reveals h is early  tra in ing  in  the portra itu re  
strand  o f  p ro fess io n a l pain ting . T he aim  o f  reach ing  v isual ve ris im ilitu d e  in 
C h inese p o rtra itu re  also appears in X u B e ih o n g ’s o ther su rv iv ing  early -dated  
portra its. Z h u la o  tu  ( l i '^ I S I ,  T h e  E ld e rly ’) show s a d ifferen t rea lis tic  sty le from  
the ancesto r p o rtra it and reveals o ther sk ills tha t X u B eihong  had  acqu ired  in  the
57 Jan Stuart and Evelyn S. Rawski, Worshipping the Ancestors: Chinese Commemorative 
Portraits (Washington, 2001).
58 Stuart and Rawski, Worshipping the Ancestors, pp. 166-174.
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early  stage o f  h is  artistic  career (Fig. 11). The E lderly  depicts fo u r fron ta l figures, 
tw o o f  them  sitting  and  the o ther tw o stand ing  beside  a river. T h e  tw o  figures on 
th e  righ t are  w earing  gow ns, padded  jack e ts  and little  round  caps, show ing  the ir 
ba ld  fo reheads, in  the  costum e o f  the Q ing period  (1644-1911). T his pa in ting  
w as p ro b ab ly  done no la te r than  the m id -1 9 10s, a round the  tim e o f  the  
estab lish m en t o f  R epub lican  C h ina  in 1912. T he p o rtrayal o f  the  figures in  the 
daily  w ear o f  the  fo rm er im perial dynasty  reveals an air o f  nosta lg ia , 
co rresp o n d in g  to th e  title  o f  the pain ting . T he landscape se tting  o f  the  p ic tu re  is 
m ore  in the sty le  o f  a W estern  w atercolour, w ith  the realistic  ren d erin g  o f  the 
faces o f  the figures, reflec ting  the aid o f  pho tography  in  the m ak ing  o f  this 
p o rtra it pa in ting . Its W estern -in fluenced  sty le is s im ilar to ano ther figu re  pain ting  
by  X u B eih o n g , in w h ich  tw o m en are seem ing ly  tak ing  a stro ll in  the  landscape 
(Fig. 12). T h e  so lid ity  o f  the facial m odelling  dem onstrates here  too  th e  aid  o f  
p h o to g rap h y  and  the W estern  influence. In  the low er part o f  the  p ic tu re  appear a 
deer and tw o cranes, the ausp icious sym bols o f  longevity . T h e  com position  
dem onstra tes a h y b rid  sty le  com bin ing  trad itional p o rtra itu re  fo rm at and 
W estern -sty le  w a te rco lo u r landscape setting . T he la ter tw o figu re  pain tings o f  Xu 
B eihong  d esc rib ed  above show  little  trace o f  the techn iques w h ich  he  app lied  in 
the trad itional ancesto r portra it. D ifferen t from  his fa th e r’s portra its , w hich  w ere 
m ade u sing  th e  p ic to ria l m ethods that w ere conven tional p rac tices in C h inese  
po rtra itu re , X u  B eih o n g  had  m anifested  sign ifican t W estern  artistic  in fluence  in 
h is p a in tings a t the o u tse t o f  h is artistic  career. T he w aterco lou r sty le  and  the 
rea listic  p o rtra its  em ploy ing  the  aid o f  pho tog raphy  w ere the h a llm arks o f  
W estern  in flu en ce  at tha t tim e, and these features also appear in X u B e ih o n g ’s 
p o rtra it o f  th e  w ell-know n , refo rm -m inded  Q ing official K ang  Y ouw ei. X u 
B eihong  m ad e  th is pa in tin g  N anha i x iansheng  liush i x in g le  tu  7 \~ |J f~T
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m  ‘A  C eleb ra tio n  fo r K ang  Y ouw ei’s S ix tie th  B irthday) in  ce leb ra tion  o f 
K an g ’s six tie th  b irth d ay  in 1916 (Fig. 13). T his is a w aterco lou r pain ting : the 
faces o f  K an g  Y ouw ei and  the  o ther figures in the p ic tu re  are heav ily  m odelled . 
T he size  o f  the  figu res is re la tively  large in  p roportion  to the g arden  background. 
T hese  are the charac teristics o f  the sty le o f  ca lendar poster m aking , o f  w hich  
S hanghai w as the hea rtlan d  at tha t tim e (Fig. 14).59 K ang  Y ou w ei’s portra it, 
execu ted  in  the sty le  o f  con tem porary  S hanghai calendar p o s te r pa in ting , 
m anifests the  in fluence  o f  this from  o f  S hanghai com m ercia l art on X u B eihong  
w hen he stay ed  there  fro m  1915 to 1917.60 B eing a p ro fessiona l pa in ter o f  
h um ble  o rig in s, X u  B e ih o n g ’s w ays o f  develop ing  pain ting  w ere  associa ted  w ith  
com m erc ia l and  p o p u la r culture.
X u B e ih o n g ’s p o rtra it pain tings d em onstra te  his m astery  o f  rea lis tic  
rendering , a s ign ifican t a ttribu te  o f  C h inese  portraitu re . T he p o rtra its  d iscussed  
above ex em p lify  the fac t that v isual verisim ilitude  w as stressed  in  trad itional 
C h inese  p o rtra itu re  in  particu la r th rough the m odelling  o f  the  faces o f  those 
portrayed . T h is  em phasis on v isual rea lism  in  C hinese p o rtra itu re  is also  
exem plified  in  the trad itional term  for m ak ing  portraits -  x iezhen . In  the 
E n g lish -C h inese  d ic tionary  pub lished  by  the C om m ercial P ress in  1903, the 
E ng lish  w ords ‘p o rtra it’ and ‘p o rtra itu re ’ w ere transla ted  as zh en x ia n g , and ‘to 
p a in t a p o r tra it’ as x iezh en .61 Seeking  to  create  a good  likeness o f  the portrayed  
had  trad itiona lly  becom e a standard  o f  evaluation  fo r a p o rtra itis t. T h e  M ing  
p o rtra itis t Z en g  J ing  ( ^ M ,  1564-1647) w as held  in  h igh  esteem  in  the a it 
d iscou rse  o f  h is tim e on  the grounds o f  the  d istu rb ing ly  illu sio n is tic  effects he
59 For a comprehensive study of calendar posters and Shanghai’s visual culture, see Ellen 
Johnston Laing, Selling Happiness: Calendar Posters and Visual Culture in 
Early-Twentieth-Century Shanghai (Honolulu, 2004).
00 Xu and Jin, Xu Beihong nianpu, pp. 7-15.
61 Shangmi shuguan Hua Ymg zidian M f l j l l f ‘Commercial Press English and 
Chinese Dictionary’ (Shanghai, 1903), p. 193.
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achieved  in  h is po rtra its  (Fig. 15). H is repu ta tion  cam e from  his sk ill in  m im esis, 
as w ell as fro m  h is po rtra its  o f  em inen t peop le  in the  art and lite ra ry  w orld. T he 
critics rem ark ed  th a t the im ages po rtrayed  in Z eng J in g ’s pain tings w ere 
“a larm ing ly  lik e  rea l p eo p le” and “lo oked  like reflections o f  m odels in a 
m irro r” .62 H is sk ill in realistic  p o rtra itu re  w on  h im  a repu ta tion  tha t m ade  h im  
the  fo u n d er o f  B o ch en  S choo l C/J&iTtift'/MX o f  w hich  Yu Z h id ing  w as also a 
sign ifican t fig u re .63 M oreover, Z eng  J in g ’s sign ificance in C h inese  art h isto ry  
w as also on  acco u n t o f  the W estern  p ic to ria l in fluence on  his creation . It has been 
argued th a t th e  rea lis tic  effects o f  Z eng  J in g ’s portra its w ere a ttribu tab le  to  the 
im pact o f  W estern  pain tings and p rin ts  w hich  w ere b rough t in to  C h ina  by  the 
Jesu its  a ro u n d  Z eng  J in g ’s tim e. A lthough  the em phasis on m im esis  led  to 
C h inese p o rtra itu re  b e in g  p laced  on a low er position  in  the h ie ra rchy  o f  C hinese 
art, it a llo w ed  m ore  space  fo r W estern  art to exert in fluence on it. T hus, a fter 
Z eng  Jing , th e re  constan tly  appeared  W estern  p icto ria l in fluence  in  C h inese  
portraitu re , and  th is in fluence  w as coup led  w ith  the increasing ly  freq u en t traffic 
be tw een  C h in a  and  the W est, in  particu lar in  the w orks o f  the pain ters at co u rt or 
in  the trea ty -p o rt cities, such  as G uangzhou, th rough w hich  W estern  cu ltu re  first 
en tered  C h in a  (F ig. 16).64
W ith  this em phasis  on v isual rea lism  in C hinese portraitu re , the  in fluence  o f 
W estern  art w as co n tinuously  at w ork  in pro fessional pain ting . X u  B e ih o n g ’s 
b ack g ro u n d  as a p ro fessiona l po rtra itis t thus led  to h im  being  exp o sed  to  W estern
62 Vinograd, Boundaries o f  the Self, p, 42,
63 ICondo Hidenii Bochen huapai ‘Bochen Painting School’ (Jilin, 2003).
64 On Western portraitists at the Qing court and their significance, see Joanna Waley-Cohen, 
‘Diplomats, Jesuits and Foreign Curiosities’, in Evelyn S. Rawski et al. eds, China: The Three 
Emperors, 1662-1795 , exhibition catalogue (London: Royal Academy of Arts, 2006), pp.
178-207. Guangzhou had become the heartland of Chinese export art after the eighteenth century. 
A large number of export paintings were executed in Western oils. On Guangzhou export 
painting, see Wan Qingli Bingfei shuailuo de baitiian: Shijiu shiji Zhonggno huihuashi
Ff-T- : “h S I M ' S S ,  ‘The Century was not Declining in Art: A History of 
Nineteenth-Century Chinese Painting’ (Taipei, 2005), pp. 80-94,
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p ic to ria l p rac tices at an early  age. H is early  portraits dem onstra te  th a t X u 
B eihong  h a d  assim ila ted  the  la test a rtistic  trends o f  foreign  art in  S hanghai by his 
tim e. T h e  stress on x iezh en , the ind igenous pictorial rea lism  in C h in ese  
p o rtra itu re , had  fo reseen  X u B e ih o n g ’s la ter p u rsu it o f  W estern  realism .
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2.2 The Shanghai Painting School’s Influence on and Inspiration for 
Xu Beihong
T he in fluence  o f  W estern  art, in particu la r th rough its rea lis tic  p ractices, 
m an ifested  itse lf  in X u B e ih o n g ’s early  portra its as d iscussed  above. It appears 
th a t p ro fessio n a l art in  C h ina  was re la tive ly  open to  the  in fluence  o f  alien  
pain ting . I t is hard  to d iscern  the tra jec to ry  o f the in fusion  o f  W estern  p ictoria l 
e lem ents in to  X u B e ih o n g ’s early  portraits b y  only  com paring  the an cesto r 
portra it w ith  the  w ate rco lou r figure  pain tings. N onetheless, th e  pa in te rs and 
devices fro m  w hich  X u  B eihong  learn t pa in ting , such  as his fa ther X u  D azhang  
and the in flu en tia l jo u rn a lis tic  illu stra to r W u Youru ?- 1893), show ed
that W estern  in fluence  w as tigh tly  associated  w ith his learn ing  ex p erien ce .65 F o r 
exam ple, X u  D azh an g ’s C oaching M y Son  under the P ine  Shade  ob lique ly  
rep resen ted  m o d em  life  experience  in  the  m etropo lis o f  C h ina, w h ere  W estern  
cu ltu re  w as floo d in g  in, although  overall it rem ained  very  trad itio n a lly  C hinese 
in its style. T he  m etropo litan  experience  m an ifested  itse lf  in  the  c lo se-u p  effect 
o f  the po rtray ed  figures and  the excessive  display  o f  things in  a lim ited  space. 
T h is co m p ositiona l techn ique  reveals an oppressive sense in X u D a z h a n g ’s w ork, 
rep lac ing  th e  escap ism  in Yu Z h id in g ’s P o rtra it o f  Wang Yuanqi A pprec ia ting  
C hrysa n th em u m s , w h ich  is created  by  a vo id  in the background . F u rtherm ore , it 
is re in fo rced  b y  the fram ed  effect in the p icture , created  b y  the partia l v iew  o f the 
p ine  tree, b y  the servan ts and by the round  w indow . T his sense  o f  constric tion  
rep resen ted  the u rban  life  experience.66 M oreover, the p ierc ing  eyes o f  X u
65 Xu Beihong first learnt to paint by imitating one of Wu Youru’s illustrations daily. Xu, 
‘Beihong zishu’, p. 3. For the influence of Wu Youru on Xu Biehong, see Cho Shenko 
‘Wu Youru ~ Xu Beihong Zhongguohua gaige linian xingcheng de guanjian yingxiangren 
%\ -  ‘Wu Youru-The Key Figure in the 
Formation of Xu Beihong’s Ideas on Reforming Chinese Painting’ Xiandai meishu xuebao 
HtftM& 2 (1999), PP. 73-95-
66 Jonathan Hay, ‘Painting and the Built Environment in Late Nineteenth-Century Shanghai’, in 
Hearn and Smith, Chinese Art: Modern Expressions, pp. 60-101 (pp. 85-89).
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D azhang and  X u  B eihong  in the p ic tu re  betray  the ir se lf-aw areness abou t seeing 
and being seen . A s has been  argued, the act o f w atch ing  is a v isual transla tion  o f
f i l
urban life  as a  resu lt o f  th e  experience  o f  arid in terest in spectacle.
T h e  dep ic tio n  o f  m o d em  life  apparen t in X u  D azh an g ’s p a in tin g  is also  seen 
in  P engcha  x iya n  ‘B rew ing  T ea and W ashing the  In k s to n e ’ 1871),
executed  b y  Q ian H u ian  1833-1911), a sign ifican t figu re  o f  the
S hanghai S ch o o l (Fig. 17). T he  cropped  fram e and  the ac t o f  w atch in g  are the 
defin ing  ch arac teristics  o f  the S hanghai S chool o f  pa in ting . S om e scholars have 
argued th a t the o u tpu t o f  the S hanghai Schoo l is m odern, b u t it d isgu ises its 
m odern ity  u n d e r the trad itiona l sub jects o f landscape and  the c lassica l past.68 
T he w ide p o p u la rity  o f  the  pain tings o f  the Shanghai S choo l m an ifested  the 
far-reach ing  in fluence  o f the  S choo l in  X u D azh an g ’s w ork. X u  D azh an g  resided  
in  a v illage, in stead  o f  the m etropo litan  city  o f  S hanghai. H is k n o w ledge  o f  the 
Shanghai S ch o o l w as acqu ired  in part from  his im ita tion  o f  the w orks o f  its 
m em bers th a t w ere c ircu la ted  on the art m arket. X u B eihong  reca lled  th a t he  first 
learn t o f  th e  best-know n  S hanghai Schoo l artist R en B onian  ({f£fl=i-/‘K J 1840-1896) 
th rough a co p y  o f R en  B o n ian ’s Z h o n g  K ui w hich  X u D azhang  m ade one day 
w hen he h ad  v isited  the tow n.69 A ccord ing  to X u B e ih o n g ’s account, his fa th e r’s 
copy d ep ic ted  Z hong  K ui hack ing  a tree , w hich  w as in the  shape  o f  a little  devil. 
A nother ex am p le  o f  this sub jec t can  be found  in ano ther o f  R en  B o n ia n ’s Z hong 
K ui pa in tings, Z hong  J in sh i zhanhu  ‘Z hong  K ui H ack in g  a F o x ’,
1878) (Fig. 18). So it appears that a p ro fessional artist could  learn  to pain t by 
m eans o f  th e  pain tings o r p rin ts c ircu la ting  on the open  m arket. T h e  fam ous
67 Hay, ‘Painting and the Built Environment in Late Nineteenth-Century Shanghai’, p. 79.
68 Hay, ‘Painting and the Built Environment in Late Nineteenth-Century Shanghai’; Lai Yu-chih
‘Remapping Borders: Ren Bonian’s Frontier Paintings and Urban Life in 1880 
Shanghai’, A rt Bulletin, 86.3 (2004), pp. 550-572.
69 Xu Beihong, ‘Ren Bonian pingzhuan’ ‘A Critical Biography of Ren Bonian’, in
Xu and Jin, Xu Beihong yishu wenji, pp. 601-607 (pp. 605-606).
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m odern lan d scap e  p a in te r Q ian  S ongyan  ( t l ^ # ? ,  1898-1985) reca lled  how  
m any p a in te rs  firs t lea rn t to m ake portra its b y  m eans o f copy ing  the  im ages in 
the illu stra ted  book , W anxiaotang huazhuan  ‘A n  Illustra ted
B iography  o f  H isto rica l F igures b y  the W anxiao S tu d io ’).70 T h e  su b jec t and 
com position  o f  X u  D azh an g ’s C oaching  M y  Son under the P in e  Shade  is s im ilar 
to an illu stra tio n  in  the pain ting  m anual H uapu  ca ixin  ( M r  ‘N ew  M odes 
to P ain ting  M a n u a ls ’), in  w hich  im ages w ere m ostly  designed  b y  Q ian H uian  and 
his pupils (F ig. 19).71 So X u D azhang  w as able to rep resen t the  e lem ents o f 
m odern  life  in  his pa in ting  possib ly  by  learn ing  from  the la tes t pa in tings or prin ts 
on the m arket. T h is m ethod  o f  learn ing  m ay  account for the freq u en t in tegration  
o f novel tech n iq u es in to  p ro fessional pain ting .
R en  B o n ia n ’s pa in tings in p rin ted  fo rm  could  be o b ta ined  on the  m arket 
after 1887 th ro u g h  a pa in ting  m anual en titled  R en B onian  x ia n sh en g  zhenji 
huapu  , ‘M anual o f  G enu ine P ain tings by  M aste r R en
B o n ian ’).72 A  c lo se  re la tionsh ip  w ith  the  com m ercial m arket is a no ted  
phenom enon  o f  the Shanghai S choo l.73 T h e  em ergence o f  a bu rg eo n in g  
pub lish ing  in d u stry  in  the  la te  n ineteen th  century, in line w ith  the in troduction  o f 
lithog raphy  in to  C h ina  by  1876, on the one  hand  led  to the m assive  invo lvem ent 
o f  the S h an g h ai-b ased  pain ters in p rov id ing  their designs fo r vario u s p rin t m edia. 
O n the o th e r hand , the new  p rin ting  techno logy  enab led  the h ig h  qua lity  o f  
p rin ted  rep ro d u ctio n s o f  a rtis ts ’ o rig inal w orks, g iv ing  rise to the  S hanghai 
p a in te rs’ in te re s t in p u b lish ing  their pain tings in p rin ted  form , such  as the
70 Li, ‘Moxie zai xiaoxiang huashi de lunshu yu chuangzuo’, p. 40. Shangguan Zhou JlWJU. 
Wanxiaotang huazhuan (Hebei, 1996).
71 Wu Shuping ed., Zhongguo lidai huapu huibian ‘A Corpus of
Chinese Painting Manuals’ (Tianjin, 2006), Vol. HI, pp.507-581.
72 Jonathan Hay, ‘Painters and Publishing in Late Nineteenth-Century China’, in Ju-hsi Chou ed., 
Art at the Close o f  China’s Empire (Arizona, 1998), pp. 134-188 (p. 136).
73 Kuiyi Shen, ‘Patronage and the Beginning of a Modern Ait World in Late Qing Shanghai’, in 
Jason C. Kuo ed., Visual Culture in Shanghai 1850s-1930s (Washington, 2007), pp. 13-27.
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pub lished  co llabo ra tive  m anual H aishang  m ingren huagao  C /§ _ L ^  A f i l i f , 
llustra tions by  F am ous S hanghai A rtis ts ’) in 1885.74 R en  B o n ian ’s 
h ig h ly -adm ired  accom plishm ents m eant that he w as in  great dem and  in  the 
p rin ting  industry . H is w orks w ere m ade availab le  to  the general p u b lic  in  the 
fo rm  o f  b o th  s in g le -a rtis t and co llabora tive  m anuals. A dditionally , he  also  m ade 
fron tisp iece  po rtra its  fo r the pub lications o f w riters and artists. F o r in stance, in 
1878, R en  B on ian  m ade a p o rtra it o f  his con tem porary  S hanghai p a in te r and 
ca llig rap h er C h en  Y unsheng ( IM A ^ h  1820-1884) fo r the  p u b lica tion  en titled  
R enzha i h u a sh en g  ‘A  C ollec tion  o f  M r R en  Z h a i’s P a in tin g s’),
co llec ting  o v er h u n d red  w orks o f  C hen Y unsheng. T h is p u b lica tion  w as 
p rom oted  by  severa l celebrities o f  the con tem porary  art w orld  in  S hanghai and it 
becam e a p o p u la r  pa in ting  m anual o f  its day.75 A dvertisem ents for this 
p u b lica tion  also  appeared  in  the w idely -c ircu lated  S hanghai-based  n ew spaper 
Shenbao  ( t f ^ g )  im m ediately . T he flou rish ing  pub lish ing  industry  in  Shanghai 
appears to  h av e  con trib u ted  to the w ide popu larity  o f  R en  B on ian  and  o ther 
pain ters o f  the  S hanghai School. A t the sam e tim e, the  c lose re la tionsh ip  betw een  
the S hanghai pa in te rs and com m ercial cu ltu re  was m an ifested  in  the 
rep resen ta tio n  o f  m etropo litan  life in  the ir w orks. T he w ay X u  B eihong  learn t 
about R en  B on ian  reveals the com m ercia l aspect o f the  S hanghai School, as w ell 
as the ro le  o f  com m erc ia l art in  X u B e ih o n g ’s ow n art learning.
R en  B on ian  w as an em inen t p ro fessional pa in ter in  his tim e. H e w as h ighly  
adm ired  in  the a it d iscourse  o f his day fo r his gift o f  m ak ing  po rtra its  in  a
74 Hay, ‘Painters and Publishing in Late Nineteenth-Century China’, pp. 155-156.
75 Lai Yu-chih, ‘Fu liu qian jie: 1870 niandai Shanghai de Riben wangluo yu Ren Bonian zuopin 
zhong deRiben yangfen’ : 1870 \ ~ \ 0  A l i A
‘Surreptitious Appropriation: Japanese Networks in Shanghai in the 1870s and Ren Bonian’s 
Contemporary Assimilation of Japanese Visual Conventions’, Guoli Taiwan daxue meishushi 
yanjiu jikan  14 (2003), pp. 159-242 (pp. 179-180).
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strik ing ly  life lik e  m anner.76 T he m odelling  and pho tog raph ic  v iv id n ess  o f h is 
p o rtra it heads ind ica tes the sign ifican t W estern  p icto ria l in flu en ce  on R en  B onian 
(Fig. 20).77 It has been  argued tha t R en  B o n ian ’s W estern  art lea rn in g  m ay  have 
been  the co n seq u en ce  o f  his acquain tance w ith  L iu D ezhai 1843-1912),
a b ro ther o f  th e  R o m an  C atholic  C hurch  in  the Tushanw an  (zh lllH f)  d is tric t o f 
Shanghai.78 T u sh an w an  had  becom e the  location  o f  the  head q u arte rs  o f  the 
C h inese S o c ie ty  o f  Jesus after 1874.79 L iu D ezhai taugh t p a in tin g  at T ushanw an 
P ain ting  S tud io , w h ich  w as estab lished  by  the C hurch  to p ro d u ce  ob jects fo r , 
re lig ious p u rp o se , and  la te r he  was appoin ted  to m anage the dep artm en t o f  
w aterco lou r and  in k  pa in ting  from  1887.80 A n illustration  o f  The L a st Supper  
m ade by  the T u sh an w an  Studio  p rov ides a g lim pse into the techn iques o f  the 
appren tices at the  stud io , and their tra in ing  in W estern  art (F ig. 21). T he  
T ushanw an  P a in tin g  W orkshop m ade a great con tribu tion  to the p ro m o tio n  o f 
W estern  art in  C hina , and X u B eihong  regarded  it h igh ly  as the c rad le  o f  W estern
o  1
pain ting  in  C h ina . In  add ition  to the rela tionsh ip  betw een  R en  B on ian  and the 
T ushanw an  P a in tin g  S tudio , the W estern  influence on R en  is also m an ifest in  his 
use o f the W estern  red  transparen t p igm ent. T he C h inese  artis t P an  T ianshou 
1898-1971) in d ica ted  that the W estern  red  p igm ent d id  no t appear- in the 
m aking  o f  trad itio n a l C h inese  p a in ting  befo re  R en B onian  and o th e r Shanghai
76 For example, Zhang Mingke (1829-1908), Hansongke tan yi suolu 
‘Trivial Records of Comments on Ait at Cold Pine Pavilion’ (Shanghai, 1988), p. 71.
77 Vinograd, Boundaries o f  the Self p. 141.
78 For Ren Bonian’s association with the Tushanwan Studio, see Chialing Yang, New Wine in Old 
Bottles: The A rt o f  Ren Bonian in Nineteenth-Century Shanghai (London, 2007), pp. 127-135.
79 Zhang Hongxing ‘Zhongguo zuizao de Xiyang meishu yaolan -  Shanghai Tushanwan
guer gongyiyuan de yishu shiye’ 'T I f \W M. -
‘The Earliest Cradle of Western Art in China -  Art Business of the Oiphan Craft Workshop 
in the Tushanwan District of Shanghai’, Dongnan wenhua 3 (1991), pp. 124-130.
80 Yang, New Wine in Old Bottles, p. 134.
81 Xu Beihong, ‘Xinyishu yundong zhi huigu yu qianzhan’
‘Looking at the New Art Movement in Retrospect and Prospect’, in Xu and Jin, Xu Beihong yishu 
wenji, pp. 427-433 (p. 429),
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artis ts .82
R en B o n ia n ’s a tta inm ents in portra itu re  are exem plified  in his p o rtra it o f  
W u C hangshuo  ( ^ l l f t l ,  1844-1927), a fam ous scho lar-an tiquarian  ca llig rapher 
and  p a in te r o f  h is day (Fig. 22). In  the p icture, W u C hangshuo  is p o rtray ed  naked 
to the w aist, sitting  le isu rely  under the B anana palm s to en joy  the cool air. H e 
holds a ro u n d  fan  in  h is hand , w ith  his upper body  naked, a rep resen ta tion  w hich  
suggests th e  sum m er heat. T h e  inscrip tion  on the pain ting  also m akes an allusion  
to  the fo u rth -cen tu ry  rec lu se-poe t Tao Y uanm ing, as did Yu Z h id in g ’s P o rtra it o f
o-»
W ang Yuanqi A p p rec ia ting  C hrysan them um s , W u C hangshuo  is res tin g  his left 
arm  on a s tack  o f  books, a typical em blem  o f a scholar. N onetheless, W u 
C h an g sh u o ’s ro tund  belly, devoid  o f any trappings o f  refinem en t, conveys a 
vu lgar fee lin g  in  the  p ic tu re  in  con trast to the e legan t air in  the  P o rtra it o f  Wang 
Yuanqi A pprec ia tin g  C hiysan them um s. In terest in  the physica l body  in  C h inese  
po rtra itu re  ap p eared  to  em erge am ong the Shanghai S chool pain ters. F o r 
exam ple, R en  X iong  also pain ted  his upper torso naked  in his se lf-p o rtra it (Fig. 
23). T he rep resen ta tio n  o f the nude torso  reveals a c lose re la tionsh ip  betw een  
W estern  p ic to ria l p rac tices and Shanghai School pa in ting , and  m arks the  
S hanghai p a in te rs ’ b reak  w ith  trad itional portra itu re , in w hich  the bod y  w as 
genera lly  inv is ib le , h idden  under fo rm ula ica lly -rendered  c lo th in g .84 T h e  in terest 
in  dep ic ting  p h ysica l p resence  in Shanghai S chool portra its on the one hand  
expressed  w ith  genu ine  honesty  the general hum ble  o rig ins o f  p ro fessional 
p o rtra itis ts; on  the o ther hand , it revealed  the S hanghai p a in te rs ’ tu rn  from  the 
p u rsu it o f  an c ien t taste  to a concern  w ith  p eo p le ’s daily  life, R en  B on ian  w as a
82 Li, Zhongguo zaoqi youhuashi, p. 369.
83 The inscription was written by Wu Changshuo. For an English translation of the inscription, 
see Vinograd, Boundaries o f  the Self, p. 131.
84 John Hay, ‘The Body Invisible in Chinese Art?’, in Angela Zito and Tani E. Barlow eds, Body, 
Subject, and P ow er in China (1994, Chicago), pp. 42-77 (pp, 42-43).
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rep resen ta tiv e  o f  the S hanghai School. H is portra it o f his co n tem p o rary  
w ell-know n  pa in te r in a pop u lis t w ay rep resen ts the close re la tio n sh ip  betw een  
p ro fessio n a l pa in ting , W estern  art and m ass cu lture  in the p a in tin g  o f  the 
Shanghai School.
R en  B onian  w as also a p ro fessional pa in te r o f  hum ble  o rig ins. H e 
n evertheless w on  h im se lf a p rom inen t sta tus in the art w orld  o f  h is day  by  
in teg ra tin g  W estern  elem ents into h is w orks to achieve a p e rfec t C h inese  v isual 
rea lism , successfu lly  com bin ing  W estern  p icto ria l novelties and  trad itiona l 
C h inese  sty le  in h is portra its. R en  B o n ian ’s achievem ents m ay  h av e  served  to 
encou rage  X u  B eihong  to becom e a life long  proponen t o f  rea lism  in  C h inese  
painting. X u B eihong  regarded  R en  B on ian  highly, considering  h im  to be the 
best p a in te r  in  C hinese  art a fter the M in g  p ro fessional m aste r Q iu  Y ing  ( { J 0 i ,  
1494-1552).85 T h ro u g h o u t his life, X u B eihong  was en thusiastic  ab o u t find ing  
and co llec tin g  R en  B o n ian ’s w orks.86 A fte r re turn ing  to C h in a  fro m  E u ro p e  in 
1927, X u  B eihong  started  to develop his artistic  career by c rea tin g  a large 
num ber o f  pa in tin g s on  h isto rica l sub jects in bo th  C hinese in k  and  W estern  oils. 
Q uite a few  o f  X u  B e ih o n g ’s h isto ry  pain tings are sim ilar to R en  B o n ian ’s in 
their su b jec t and  com position . F or exam ple , the C hinese sag e  L ao  Z i rid ing  on a 
bu ll in  X u  B e ih o n g ’s Z iq i dong la i (^tH jiL5|<t, ‘Purp le  A ir C o m in g  from  the E as t’, 
1943) is s im ila r to R en  B o n ian ’s p a in tin g  on the sam e them e (F igs 24-25). X u 
B e ih o n g ’s K on g zi jia n g xu e  ‘C onfucius G iv ing  a L e c tu re ’,1943) is
p robab ly  in sp ired  by  R en  B o n ian ’s S anyou  tu  ( H ^ I S ,  ‘T h ree  F rie n d s ’, 1884) 
(Figs 26-27 ). T he  sub jec t o f  lec tu ring  on  C hinese classics is o ften  seen  in
85 Xu, ‘Ren Bonian ping zhuan’, p. 606. Qiu Ying was a professional artist but was associated 
closely with the literati circle of Suzhou, the heartland of refined culture and literati painting in 
the Ming dynasty. His high esteem in the literati circle with his profound professional skills has 
challenged the oversimplified dichotomy of literati-amateur and professional values in Chinese 
painting. See James Cahill, Parting at the Shore: Chinese Painting o f  the Early and Middle Ming 
Dynasty (New York and Tokyo, 1978), pp. 201-210.
86 Xu, ‘Ren Bonian pingzhuan’, pp. 604-605.
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C hinese figu re  pain ting , such  as the pain tings on this them e execu ted  by  the 
M ing  p ro fessio n a l artis t C hen  H ongshou (P J i '# ® , 1598-1652) (F ig. 28). 
M oreover, X u  B eihong  execu ted  a h isto ry  pain tin g  in  W estern o ils based  on the 
pop u lar C h inese  legend  F engchen  sanxia  ‘T h ree  C hivalrous
W arrio rs’) in  the 1920s, and  R en  B onian  a lso  created  several pa in tings on this 
them e (F igs 29-31). T his sto ry  en joyed  g rea t popularity  am ong  the  S hanghai 
S choo l pa in te rs  and in the ir con tem porary  illustrated  pub lica tions, such  as Q ian 
H u ia n ’s pup il, L u P e n g ’s ( I t H )  design  fo r the m anual N ew  M o d es to P a in ting  
M an u a ls  (Fig. 32).
X u B e ih o n g ’s h is to ry  pain tings dem onstra te  R en B o n ian ’s in fluence , as w ell 
as the links betw een  p ro fessional a it and p o p u la r culture. T he w arrio rs, h istorical 
figures and  fic tional characters in  X u B e ih o n g ’s creations are o ften  seen in 
trad itiona l p rin ts  o r o ther p ro fessional a r tis ts ’ w orks. T he ghost catcher, Z hong 
K ui, one o f  the  fav o u rite  subjects in  bo th  R en  B o n ian ’s and X u B e ih o n g ’s w orks, 
is a p o p u la r sub jec t in  C h inese  fo lk  a rt.87 In the 1940s, X u B eih o n g  m ade 
several p a in tings on  the them e o f  Jiuge  ( A  IK, ‘N ine S o n g s’), w ritten  by  the 
p atrio tic  p o e t Q u Yuan (IjTijjfU 340-278 B C ). N ine Songs  w ere la te r co llec ted  in 
the an tho logy  o f ancien t rom an tic  C h inese  poem s, C huci ( ^ ! j h  ‘T h e  P oetic  
P rose  o f  the S o u th ’). T he lad y ’s gesture  in the sketch  X iang  fu re n  ( $ f lA A , 
‘M istress o f  X ia n g ’) is rem in iscen t o f  the p rin t on the sam e them e m ade  by  the
n Q
M ing  p ro fessio n a l artist C hen  H ongshou in  1616 (Figs 33-34). C hen  
H ongshou  w as a p ro fessio n a l artist w ho w orked  in close associa tion  w ith  his
87 Shih Shou-Chien, ‘Ya su de jiaolu: Wen Zhengming, Zhong Kui yu dazhong wenhua’
^ 0 .  : ‘Anxiety about Refinement and Vulgarity: Wen Zhengming,
Zhong Kui and Popular Culture’, Giioli Taiwan daxue meishushi yanjiu jikan, 16 (2004), pp. 
307-339.
88 For a full display of Chen Hongshou’s eleven illustrations of Nine Songs, see Wong Wange ft  
H A  ed., Chen Hongshou ‘Chen Hongshou: His Life and Art’ (Shanghai, 1997), Vol. II, 
pp. 9-18.
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co n tem porary  pu b lish in g  industry. X u  B eihong  regarded  h im  h igh ly  as one o f  a 
few  m asters in  m odern  tim es o f  C h inese pain ting , w ith  R en B onian  and W u 
Y ouru.89 X u B eihong  once m ade a pa in ting  on  the them e o f  the  rec lu se-p o e t Tao 
Y uanm ing  in  1948 (Fig. 35).90 In the  p icture, Tao Y uanm ing is p ick in g  
chrysan them um s. X u B eihong  also co llec ted  a pain ting  on the  sam e them e by  
C hen  H ongshou , Tao Yuanm ing za iju  tu  ‘Tao Y uanm ing
B ring ing  C hrysan them um s H o m e’, ca 1649) (Fig. 36). X u B eih o n g  seem s to 
have  been  v e ry  fond  o f  th is pa in ting  as h e  w rote  an inscrip tion  on it in  1950. In 
the  1940s, X u  B eihong  also  m ade tw o C hinese beauty  pain tings b ased  on the 
po em  by  the  fam ous Tang po e t Du Fu ( t i l l ,  712-770) (Fig. 37). T he  
co m p o sitio n  and su b jec t o f  these tw o beau ty  pain tings w as also em ployed  by  the 
S hanghai S choo l pa in ters and  illustrators, such as Q ian H uian  and  W u Y ouru 
(Fig. 38). A n  illu stra tion  o f  the sam e title  and design  w as also pub lished  in N ew  
M odes to P a in tin g  M an u a ls  (Fig. 39). T he com position  o f  these beau ty  pain tings 
is very  sim ilar, seem ing ly  derived  from  a conventional m ode.
In ad d itio n  to  his fa ther and R en  B onian, W u Youru also p lay ed  a decisive 
ro le  in the  m assive  in vo lvem en t o f com m ercial art and popu lar cu ltu re  in X u 
B e ih o n g ’s w orks. X u  B eihong  first learn t to pain t by im ita ting  W u Y ouru’s 
illu stra tions daily. W u  Y ouru w as a w ell-know n artist in la te  n ineteen th -cen tu ry  
Shanghai. H e q u ick ly  estab lished  his repu ta tion  in  the press by  be in g  the 
p rinc ip le  illu stra to r o f  the D iansh izha i huabao  ‘D iansh i S tudio
P ic to ria l’) and  h is ow n F eiyingge huabao  ( T f t # ^ M e e t i n g  Shadow
89 Xu Beihong, ‘Lun Zhongguohua’ graT'IMI®, ‘On Chinese Painting1, in Xu and Jin, Xu 
Beihong yishu wenji, pp. 357-364 (pp. 360-361). On Chen Hongshou’s portraits and their 
relationship with realism and representation, see James Cahill, The Compelling Image: Nature 
and Style in Seventeenth-Century Chinese Painting (Massachusetts and London, 1982), pp. 
106-145.
90 There is a year name in Chinese terms on the lower right of the painting, saying lWu zi' (dcT7, 
corresponding to 1948 of the Common Era.
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P av ilion  P ic to r ia l’).91 T he D iansh i S tudio  P ic toria l w as one o f  the  m ost 
ce leb ra ted  p ic to ria ls  in la te  n ineteen th -cen tu ry  C hina, T he  firs t issue  o f  the 
D iansh i S tud io  P ic toria l appeared  in M ay  1884, as a supp lem en t to the S h en b a o , 
a lthough  it co u ld  also be purchased  separately .92 B oth  Shenbao  and  D ianshi 
Studio  P ic to r ia l  w ere founded  by the B ritish  m erchants E rnest and  F rederick  
M ajor, w ho  con tro lled  severa l en terp rises in C h ina  in the second  h a lf  o f  the 
n ineteen th  cen tu ry .93 T he  D ian sh i S tudio  P ic toria l en joyed  an  im m edia te  
success w ith  the aid  o f  the  w ide  circu la tion  o f  Shenbao, w hich  w as launched  in 
1872 and  cou ld  be ob tained , ou tside S hanghai, in  m ore than tw en ty  p laces across 
C h in a .94 T h e  D ia n sh i S tud io  P ic to ria l p roduced  m ore than  4 ,5 0 0  illustrations 
betw een  1884 and  1898.95 It was issued  at in tervals o f  ten  days and  each  issue 
genera lly  fea tu red  e igh t line  draw ings, illu strating  item s chosen  fro m  Shenbao. 
T he  illu s tra to rs ’ m astery  o f  the van ish ing  perspective  helped  to  lend  a feeling  o f  
veracity  to  the  quasi-jou rnalistic , cu rren t affairs feature  d raw ings o f  the D iansh i 
S tudio  P ic to ria l. Take as an exam ple  the illustra tion  H eyi huaya  (1^ i l l t f f i 1, ‘T he 
T rea ty -S ig n in g  C erem ony  at the C onclusion  o f the S ino -F rench  W a r’, 1885), 
w hich  rep resen ted  the m o m en t w hen  the C hinese offic ia l Li H o n g zh an g  
1823-1901) signed  the S ino-F rench  trea ty  in  Ju ly  1885 (Fig. 40). T h e  
e m p lo y m en t o f  the van ish ing  perspective  rea listica lly  rep resen ts a 
th ree-d im ensional in terior, and  the in terio r is rendered  in  rem ark ab le  detail, as if
91 A brief account of Wu Youru’s life, see Yang Yi Hai slicing mo lin ‘Painting 
and Calligraphy in Shanghai’ (Shanghai, 1989), p. 78.
92 Wang Er-min 31fiNi5l, ‘Dianshizhai huabao suo zhanxian zhi jindai lishi mailuo’
P i t H I  ‘The Modern Historic Context Represented in the Dianshi Studio
Pictorial', in Huang Kewu 7 7 ed., Him zhong you hua: Jindai Zhongguo de shijue biaoshu 
yu wenhua goutu lu ^f71 [H;|ilfBT:^Ml I'd -ft#! [Ml, ‘When Images Speak: Visual
Representations and Cultural Mapping in Modern China’ (Taipei, 2003), pp. 1-25 (pp. 4-5).
93 Ye Xiaoqing, The Dianshizhai Pictorial; Shanghai Urban Life 1884-1898 (Michigan, 2003), p. 
4.
94 Ye, The Dianshizhai Pictorial, pp. 10-11.
95 Wang, ‘Dianshizhai huabao suo zhanxian zhi jindai lishi mailuo’, p. 1. Wang Er-min in this 
article also argued that the Dianshi Studio Pictorial ceased publication in 1900.
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the  illu stra to r had  personally  w itnessed  this sign ifican t event. T h e  illustra tors o f 
the D ia n sh i S tud io  P ic to ria l w ere no t the first in C h ina  to em ploy  the W estern  
use o f  pe rspec tive ; nevertheless th e ir predecessors had not yet com plete ly
O fi * »
m astered  it as fu lly  as they d id. W estern  perspective  m ade g rea t con tribu tions 
to  the p o p u la rity  o f  the D iansh i S tud io  P ic to ria l in the hybrid  v isual cu ltu re  o f 
la te  n in e teen th -cen tu ry  Shanghai. It no t only helped  to in troduce  W estern  
k n o w ledge  to a w id er readersh ip  in  C hina, bu t also m ade the D ia n sh i Studio  
P ic toria l one  o f  th e  m ost in fluentia l p rom oters o f  W estern  p a in tin g  in  C h ina .97
» 98W u Y ouru w as the m ost in fluentia l a rtist o f  the D ianshi S tud io  P ic to r ia l.
T h e  success o f  the  P ic toria l helped W u Youru to reach  the p in n ac le  o f  his career, 
and at the  sam e tim e, W u Y ouru’s m astery  o f trad itional C h inese  fine-line  
d raw ing  also  m ad e  g reat contribu tions to  the popu larity  o f  the  P ictoria l. W u 
Y ouru then  le ft the  D iansh i Studio  P ic to ria l and founded  his ow n  F leeting  
Shadow  P a v ilio n  P ictorial. In  each issue  o f  the F leeting  Sha d o w  P avilion  
P ic to ria l, W u Y ouru p rov ided  an illustra tion  o f  a h isto rica l beauty , and these 
beau ty  im ages w ere  la ter pub lished  under the title  G ujin  ba im ei 
4 O ne H u n d red  B eauties o f  H isto ry 5), co llected  in the th irteen -v o lu m e corpus Wu 
Youru hua b a o  ‘A  T reasury  o f W u Y ouru’s I llu s tra tio n s’), first
p ub lish ed  by the  W enruilou  booksto re  (^CJfinfflf) in Shanghai in  1908 (Fig. 4 1 ).99 
T hese  beau tie s  are  e legan tly  rendered , clearly  m odelled  on the prev ious p rin ted
96 Ye, The Dianshizhai Pictorial, p.25.
97 Julia F. Andrews, ‘Commercial Art and China’s Modernization’, in Julia F. Andrews and Kuiyi 
Shen eds, A Century in Crisis: Modernity and Tradition in the Art o f Twentieth-Century China 
(New York, 1998), pp. 181-192 (pp. 181-184).
98 For realism and photography in Wu Youru’s art practice, see Cho Shenko. ‘Sheyingshu dui 
Zhongguo jindai xieshi huihua yingxiang zhi tantao -  Yi Wu Youru xinwenhua weili’
-  W M fc M fflKlII lif^J, ‘The Influence of Photography on 
Realistic Painting in Modem China -  Wu Youru’s Journalistic Illustrations as a Case Study’ 
Xiandai meishu xuebao, 3 (2000), pp. 109-131.
99 Xie Guozhen ilfUM. ‘Xie Guozhen ti Wu youru huabao' ‘Xie 
Guozhen’s Inscription to A Treasury ofWu Youru’s Illustrations', in Wu Youru huabao 
ft, ‘A Treasury of Wu Youru’s Illustrations’ (Shanghai, 1983), Vol. I, p. 1.
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w orks o f  th is  them e, such  as the e igh teen th -cen tu ry  B aim ei x inyong  
‘N ew  E n co m ia  to O ne H undred  B eau tie s’) (Fig. 4 2 ).100 W u Y ouru’s turn  from  
the jo u rn a lis tic  illustra tion  o f new s and  m etropo litan  life  to  the conservative  
dep iction  o f  trad itiona l C h inese beau ties seem s to ind ica te  h is in ten tio n  to claim  
the  h igher socia l status o f  a pa in te r ra th er than  an illu stra to r.101 H is m ove 
appears to  h av e  been  successfu l as he w as the only  p ic to ria l illu stra to r w ho w as 
lis ted  in the  re fe rence  books on n ineteen th -cen tu ry  S hanghai artists, and  w as 
included  am o n g  the g roup  o f  S hanghai S chool p a in te rs .102 H is accom plishm ents 
w ere even  com pared  to  those  o f  the  M ing  p rofessional artis t Q iu  Y in g .103 W u 
Y ouru’s illu stra tio n s o f  c lassica l beau ties are conservative com positions, bearing  
great s im ila rities  to  those  o f  his predecessors. N onetheless, h is m aste ry  o f 
W estern  p e rsp ec tiv e  is ev iden t in  the th ree-d im ensional space in the  p ictu re . A  
sh ift in spatia l co ncep tion  as a resu lt o f  the use o f  W estern p ic to ria l p rac tices has 
the  c lassica l figu res in  W u Y ouru’s illustra tions w ith  a m o d ern  face.
In ad d itio n  to the beau ty  illustra tions, o ther illustra tions by  W u Y ouru w ere 
also in c luded  in  the corpus A  Treasury o fW u  Y ouru’s Illu stra tions. T hese  
illustra tions dep ic ted  a w ide range o f  subjects and they w ere ca tego rised  under- 
titles, such  as H aishang  ba iyan  (j@ _h.W fl, ‘O ne H undred  B eau ties o f  
S h an g h a i’), G ujin  renw u  ( A 'A A - fA  ‘Figures o f  H is to ry ’) and G ujin  m ingsheng  
( n h A ^ J t lh  ‘S cen ic  Spots o f  H isto ry ’), and so on. B efore  h is co rpus w as 
pub lished , W u Y ouru’s w orks had  been  often  selected  and p u b lish ed  by  differen t 
p u b lish e rs .104 T h e  w ide  circu la tion  o f  W u Y ouru’s illustra tions in the  m arket
100 Hay, ‘Painters and Publishing in Late Nineteenth-Century China’, p. 148.
101 Hay, ‘Painters and Publishing in Late Nineteenth-Century China’, p. 139.
102 Ye, The Dianshizhai Pictorial, p. 12.
103 Zheng Yimei @15^ ,^ ‘Wu Yount huabao yinyan’ 0 [Hf, ‘Preface to A Treasury
ofW u Youru’s Illustrations’, in Wu Youru huabao, Vol. I, pp. 2-3.
104 The artistic activities in Shanghai, including the publishing of Wu Youru’s illustrations, as 
well as other Shanghai painters’ works and related manuals, are listed in detail in Yen Chuan-ying
ed., Shanghai meishu fengyun: 1872-1949 Shenbao yishu ziliao tiaomu suoyin J'.'.WMW
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dem onstra ted  the ir in fluence  in  X u B e ih o n g ’s w orks. M any  o f  X u B e ih o n g ’s 
la te r h isto ry  pa in tings appear to  a certa in  degree to  have been  in sp ired  by  W u 
Y ouru’s illustra tions o f  h isto rica l figures. X u B e ih o n g ’s H uai Su  xu esh u  (fille t 
fH, ‘H uai S u  L earn ing  C allig raphy  011 B anana L eav es’, 1937) is an exam ple; R en 
B onian  also  execu ted  a pa in tin g  on the sam e them e (F igs 43-44). N onetheless, 
the  gestu re  o f  H uai Su in  X u B e ih o n g ’s w ork is c lo ser to th a t in  W u Y ouru’s 
illu stra tion  (Fig. 45). M oreover, X u B e ih o n g ’s d raft H ualong  d ia n jing  (Jftfil& H lt, 
‘P u tting  the  F in ish ing  T ouch  to the P ic tu re  o f a D rag o n ’, 1922) and the 
large-scale  h is to ry  p a in ting  Jiu fang  G ao  can both  find  sim ila r im ages in  W u 
Y ouru’s illustra tions (F igs 46-48  & 2). T h e  close re la tionsh ip  b etw een  X u 
B e ih o n g ’s h isto ry  pain tin g  and p ro fessional art paved  the w ay fo r h is la ter 
endeavours to  e levate  the  status o f  p ro fessional pa in tin g  in the new  fram ew ork  o f  
fine  art o f  tw en tie th -cen tu ry  C hina.
W u Y ouru ’s m assive  in vo lvem en t in  the jo u rn a lism  and  pu b lish in g  industry  
led  to his illustra tions reflec ting  the W estern  p ic to ria l e lem ents m ore  d irectly  
than  o ther S hanghai S choo l p a in te rs’ w orks did. Ju lia  F. A ndrew s has rem arked  
th a t W u Y ouru’s illustra tions “m ay represen t the sh ift in  s ty le  and techno logy  
from  innovation  w ith in  C hinese trad ition  to a new, hybrid  fo rm  o f illu stra tion  
th a t becam e typ ica l o f  trea ty -po rt S hanghai” .105 T hrough W u Y ouru, X u 
B eihong  had  been  exp o sed  to  the novel W estern  p ic to ria l p rac tices in  S hanghai 
since  he sta rted  to leam  pain ting . L a te r on, X u  B eihong  co n tinuously  assim ila ted  
the la test W estern  art trends in  C hina. T he W estern art in fluence  m an ifested  itse lf 
m ore  o b v iously  in  X u B e ih o n g ’s early  portra its than  in  W u Y ouru’s illustra tions, 
ind ica ting  th a t X u B eihong  also learn t W estern  pa in ting  sk ills from  the  im ages
JUS • 1872-1949 Ip 0  I, ‘Art in Shanghai, 1872-1949: An Index of Articles,
Reviews, Advertisements, and News Items published in Shenbao Newspaper’ (Taipei, 2006).
105 Andrews and Shen, A Century in Crisis, p. 3.
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p u b lish ed  in  o ther p rin t m edia , such as im ages in books o f  p ic tu res o r on 
cigare tte  c a rd s .106 T he c lo se  rela tionsh ip  betw een  po rtra itu re , W estern  art 
p rac tices and  com m ercia l cu ltu re  w as fu rther m an ifested  in  X u  B e ih o n g ’s 
pa in tings and  jo b s during  h is stay in  Shanghai be tw een  1915 and  1917, w hich  is 
the  focus o f  the  nex t section . W ith  a background in  p ro fessiona l art, X u  B eihong  
had  d em o n stra ted  his m aste ry  o f  som e W estern p ic to ria l sk ills and  h is  in terest in 
W estern  a rt since the b eg in n in g  o f  h is career. T he em phasis  o n  v isual 
v e ris im ilitu d e  in  C hinese p o rtra itu re  led  to X u B e ih o n g ’s la te r p u rsu it o f  W estern  
realism . M o re  im portantly , the  re-evaluation  o f  ind igenous C h inese  p icto ria l 
rea lism  and  p ro fessional art by the  S hanghai in tellec tual c irc le , w h ich  w ill be 
e lab o ra ted  in  the final sec tion  o f  this chapter, w as the key  to  X u  B e ih o n g ’s 
adherence  to  realism .
106 Xu and Jin, Xu Beihong nianpu, p. 5.
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2.3 Aspects of the Visual Culture of Shanghai
X u B eih o n g  firs t v isited  S hanghai in  the w in ter o f 1912 to  seek  
opportun ities fo r lea rn ing  W estern  p a in tin g .107 D uring  his s tay  in the city, he 
subm itted  h is illu stra tion  o f  Shi Q ian  tou ji (R ^ M ftr l l ,  ‘Shi Q ian  S tealing  
C h ick en s’) fo r a com petition  and w on the second p rize  (Fig. 49). H is illustra tion  
was p u b lish ed  in  the new spaper Shish i x inbao  on  31 D ecem ber
1 9 1 2  los Q jan w as one ^  iQg heroes in  c lassic  C h inese  novel o f 
chivalry, S hu ihu  zhuan  (7R]fH $, ‘O utlaw s o f  the  M arsh ’), au thorsh ip  o f  w hich  
has been  a ttribu ted  to  Shi N aian  1296-1372) and  L uo G uanzhong  ( H M
fp , 1330-1400). T he story abou t Shi Q ian stealing  chickens occurs in  the 
fo rty -s ix th  ch ap te r o f  the n o v e l.109 In X u B e ih o n g ’s p icture , Shi Q ian  is rendered  
in  the C h in ese  line-d raw ing  style. H e  is ho ld ing  a stick, abou t to p erfo rm  a flip. 
H is gestu re , w ith  the  m artia l jacke t, trousers and th in -so led  ank le  boo ts he w ore, 
seem s to  rep resen t the Shi Q ian in the c low n role o f  C h inese  op era  (Fig. 5 0 ) .110 
T he in creasing ly  w ide  use  o f  lithog raphy  had  resu lted  in the popu larity  o f 
lithog rap h ica lly -p rin ted  novels and popular- lite ra tu re .111 X u B e ih o n g ’s cho ice  o f  
Shi Q ian  as a su b jec t ind icates his backg round  as a p ro fessiona l artis t w ho had  
been  c lo se ly  assoc ia ted  w ith  the pub lish ing  business in  the  past. M oreover, Shi 
Q ian in  c lo w n  costum e m ay  reflec t the th riv ing  o f  trad itional en te rta in m en t in 
line w ith  th e  rise  o f  Shanghai to the status o f  an o p u len t m etropo lis . In addition  
to  Xu B e ih o n g ’s illustra tion , o ther p rize-w inn ing  w orks w ere  p u b lish ed  in the
107 Xu and Jin, Xu Beihong nianpu, p. 6,
108 Xu and Jin, Xu Beihong nianpu, p. 6.
109 Shi Naian and Luo Quanzhong, Outlaws o f  the Marsh, trans. Sideny [sic] Shapiro (Beijing, 
2003), pp. 1406-1410.
110 On the role and costume of clown in Chinese opera, see Alexandra B. Bonds, Beijing Opera 
Costumes: the Visual Communication o f  Character and Culture (Honolulu, 2008), pp. 16-17 & 
329.
111 Cynthia J. Brokaw and Kai-wing Chow eds, Printing and Book Culture in Late Imperial 
China (California, 2005).
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new spaper, and  one o f  them  also depicted  Shi Q ian (Fig. 51). T h e  costum e and 
m ovem en t o f  S h i Q ian  in these tw o p ictures share a great sim ilarity . O ne o f  the 
p rize-w in n in g  w orks dep ic ted  a young m an  w ho has been  b ea ten  up  and fallen  to 
the  ground (Fig. 52). A n o th er show s a ch ild  passing  th rough  the cen tra l ho le  o f a 
copper co in  (Fig. 53). A ll o f  these  p ic tu res seem ing ly  describe  e ith er peo p le  o f 
low  social s ta tus, or d ifferen t facets o f  society, such  as en terta inm en t, social 
events and  custom s. X u  B eihong  saw  the com petition  advertised  in the 
n ew spaper during  his b rie f  stay  in Shanghai in  the w in ter o f  1912, re flec ting  the 
ro le  o f  the p rin tin g  industry  and m ass cu ltu re  in  X u B e ih o n g ’s art learning.
X u B e ih o n g ’s C h inese  line-d raw ing  illustra tion  is rem in iscen t o f  W u 
Y ouru’s w orks fo r the  new s m edia. I t ind icates the c lose a ssoc ia tion  b e tw een  X u 
B e ih o n g ’s early  lea rn ing  and the burgeon ing  p rin ting  indu stry  in th e  Shanghai 
area, w hich  has been  stud ied  in  the p rev ious sections th rough  the  investiga tion  
in to  X u B e ih o n g ’s early  learn ing  and the Shanghai artists. T he  b loom ing  
pu b lish in g  indu stry  no t only  b rough t artists great opportun ities fo r success, bu t 
also m ade pa in tings o f  the prev ious and presen t artists, as w ell as im ported  
W estern  p ic tu res, accessib le  to  the general public. A  w ide range o f  
advertisem ents fo r the  pub lish ing  o f  pain ting  m anuals, the prices fo r  a rtis ts ’ 
w orks and  the  d isp lay  o f  priva te  art co llections frequen tly  ap p eared  in  the 
n ew sp ap e rs .112 A  large nu m b er o f  advertisem ents selling  o il pa in tin g s and 
W estern artefacts also  appeared  in the new spaper Shenbao  in  the  1870s, 
im m ed ia te ly  after the new spaper w as launched  in 1872 .113 M oreover, W estern  
p ic to ria l im ages w ere  also m ade accessib le  to the p ub lic  by  m eans o f  
rep roductions o f  them  m ade by  illustrators. F o r exam ple, the  th irty -e igh th  issue
112 Yen, Shanghai, meishu fengyun.
113 Yen Chuan-ying, ‘1872-1911 Shenbao yishu tiaomu suoyin’ 1872-1911 @
3 f, ‘An Index of Articles, Reviews, Advertisements, and News Items Published in Shenbao 
Newspaper from 1872 to 1911’, Renwen xuebao, 26 (2002), pp. 1-47 (p. 5)
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o f  D iansh i S tud io  P ic to ria l  m en tioned  the  eighteenth  P resid en t o f  the  U n ited  
S tates, G enera l U lysses S. G rant (1822-1885), in order to  in troduce  W estern 
dem ocracy  to the C h inese  readersh ip  (Fig. 54). T he illu stra tion  w hich  W u Youru 
m ade fo r this new s item  w as cop ied  d irec tly  from  the im age o f  the ill G eneral 
G rant p u b lish ed  on  the  fro n t cover o f  the A m erican po litica l m agaz ine  H a r p e r ’s 
W eekly  (Fig. 5 5 ) .114 X u B e ih o n g ’s po rtra its , w hich d em onstra ted  m ore  
s ign ifican t W estern  p ic to ria l features than  those o f his fa th er and  W u Y ouru as 
d iscussed  above, can  be m ore  read ily  understood  in the co n tex t o f  these  hybrid  
cu ltu ra l co n d itions under w hich  he g rew  up.
S hanghai had  risen  to be the m o st w esternised m o d ern  c ity  in  C h ina  after it 
w as opened  to trade  w ith  the W est a fte r the O pium  War. M an y  fac ilities  o f 
m odern  u rban  life  w ere in troduced  in to  Shanghai after that. B anks w ere 
in troduced  in  S hanghai in 1848, gaslig h t in  1865, the te lep h o n e  in  1881, 
e lec tric ity  in l8 8 2 , au tom obiles in 1901 and trams 1908 .115 T hese  W estern  and 
m odern  fo rm s o f  equ ip m en t appeared  in Shanghai w hen  the inhab itan ts  still w ore 
gow ns and  little  round  caps, w ith  b a ld  foreheads and long  p ig ta ils , in the 
o rd inary  co stu m e o f  the im perial Q in g  dynasty, ju s t like  the  figures in X u 
B e ih o n g ’s The E ld erly  (Fig. 11). T h e  im pressive innovations o f  W estern  
c iv ilisa tion  m ing led  w ith  a trad itional C h inese life style to  co n stitu te  a hybrid  
en v ironm en t fo r S hanghai residents. T h is  hybrid  phenom enon  w as rep resen ted  in 
the p a in tings o f  the  S hanghai School, in  the  w ay that the  exp erien ce  o f  spectacle  
and  the o p u len ce  o f  m ateria l cu ltu re  w as coded under the  trad itiona l p ic to ria l 
sub jects and p ra c tic e s .116 M oreover, the  exciting  experience  o f  hyb rid ity  and
114 Laing, Selling Happiness, pp. 54-55.
115 Tang Zhenchang )§4JI rfj\ Jindai Shanghai fanhual ‘A Record of the 
Bustling and Flourishing of Modem Shanghai’ (Hong Kong, 1993), p. 240.
116 Hay, ‘Painting and the Built Environment in Late Nineteenth-Century Shanghai’; Lai, 
‘Remapping Borders’.
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m odern ity  in S hanghai w as also recorded  by  the m en o f le tters in the ir diaries. 
W ang X iq i 1855-1913) passed  through S hanghai during  h is trip  to
B eijing  in  1879 and  he reco rded  the m agnificen t aspect o f  S hanghai in  his diary. 
W hile  h e  w as in  Shanghai, W ang X iq i w en t on a sigh tsee ing  to u r o f  the  foreign  
se ttlem ents, w here  the  traffic  w as h eavy  and noisy. A t n ight, there  w ere  hundreds 
o f thousands o f  gas lam ps spark ling  like  stars. T he several-sto reys h ig h  W estern 
bu ild ings w ere  as gorgeous as the p a la c e s .117 O ne h igh -rank ing  Q in g  officer,
Yao J in y u an  (M illT C , 7-1883), recorded  his so journ  in  S hanghai from  1879 to 
1884 in h is  G ongzh a i riji ‘D iary  o f  the G ong  S tu d io ’). O n 6 M arch
1879, Yao Jin y u an  and his friends “ took  photographs at the Sanxing  ( H - f |)  
stud io” and  after a m eal, they  w en t shopping  at the foreign  stores. O n  12 M ay 
1884, Yao J in y u an  w en t to see the W estern  prin ting  equ ipm en t at the  T ongw en 
B ooksto re  ( S r I ^ S M ]) ,  the  first C hinese-run  pub lisher to em ploy  litho g rap h y .118 
T hen  he  p a id  a v is it to a p riva te  co llection  o f trad itional C h inese  pa in ting  and 
calligraphy. B esides, he w as also in terested  in  v isiting  the C h inese  teahouses as 
w ell as the W estern  pain tin g  ex h ib itio n s.119 Yao Jinyuan  w as a typ ica l Q ing 
o ffic ia l-scho lar, w ho w as renow ned  fo r his literary  accom plishm ents. H e enjoyed
h ighbrow  cu ltu ra l activ ities and, at the  sam e tim e, he also sough t m ore  exotic
* • 120 en terta inm ent. H is life  w ell exem plified  the hybrid  cu ltu re  in  S hanghai.
117 Wang Xiqi, ‘Beixing riji’ JtfxHfB, ‘Diary of the Trip to the North’, in Qingdcii riji huichao
0  ‘A Digest of Diaries of the Qing Dynasty’ (Shanghai, 1982), pp. 332.
118 Hu Huaichen ‘Shanghai xueyi gaiyao (er)’ (—), ‘An Outline of the
Artistic Activities in Shanghai (II)’, Shanghai Tongzhiguan qikan 1- 2 (1933),
pp. 499-538 (pp. 523-524), reprinted in Shen Yunlong tfclttl ed., Jindai Zhongguo shiliao 
congkan xuji jfrff;l:|:I [ U ‘Sequel to the Digest of Historical Materials of Modern 
China’, Vol. XXXIX (Taipei, 1977), The missionary Tushanwan organisation was the earliest to 
employ lithography in China, but only published works for religious purposes. The Dianshi 
Studio publisher, founded by the British merchants Ernest and Frederick Major, was the first 
foreign publisher to print a variety of non-religious publications lithographically in China.
119 Qingdai riji huichao, pp. 339-352.
120 For the various lifestyles of traditional Chinese men of letters in Shanghai, see Catherine 
Vance Yeh, ‘The Life-Style of Four Wenren in Late Qing Shanghai’, H atvard Journal o f  Asiatic 
Studies, 57.2 (1997), pp. 419-470; also Yeh, ‘Image Makers: The Settlements’ Men of Letters and 
Shanghai Print Entertainment’, in Yeh, Shanghai Love: Courtesans, Intellectuals and
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P ho to g rap h y  w as a convincing  m anifestation  o f the exo tic  en te rta inm en t 
and h y b rid  life  sty le  in  Shanghai. S ince  around 1860, w hen  p ho tog raphy  had  
been in troduced  to the S hanghai area from  the earlie r trea ty  ports such  as H ong  
K ong and  G uangzhou , tak ing  photographs had  becom e a fash ionab le  and pop u lar 
p astim e fo r the  peop le  o f  S h an g h ai.121 Its im pact on C h inese  po rtra itu re  w as 
pro found , in  the  w ay th a t it g radually  changed  p eo p le ’s p e rcep tio n  o f  rea lism  and 
po rtra itu re  in  C h in a .122 T h e  renow ned C hinese critic and  jo u rn a lis t, W ang T ao 
( iE f§ \ 1828-1879), even  referred  to pho tography  as x ie zh en , the  trad itional term  
fo r p o rtra itu re .123 It w as n o t d ifficu lt to  find  com m ents in  the new spapers or 
literati d ia ries tha t va lued  the superio rity  o f  pho tography  o v e r trad itional 
p o rtra itu re  in  term s o f  m im es is .124 A s a consequence, m any  trad itional 
po rtra itu re  busin esses  b roadened  the ir serv ices to include pho to g rap h ic  portraits. 
A cco rd ing  to  R eg ine  T h ir ie z ’s study, pho tog raphy  changed  the m aking  o f  
trad itional an cesto r p o rtra itu re , in  the w ay that the body  and  the ch a ir in an 
ancesto r p o rtra it w as still pa in ted  in  the trad itionally  fo rm ula ic  m anner, w h ile  the 
head w as co p ied  from  a photograph , o r w as even cut ou t o f  a pho tog raph  and 
affixed  to  the p o rtra it pa in ting . T his m ix tu re  o f pho tography  and pain ting  becam e
• 125w idely  p o p u la r  in  p a rticu la r in the im age m ak ing  o f  the com m erc ia l m arket.
T h e  ph o to g rap h ic  verisim ilitude  in X u B eih o n g ’s po rtray ed  figures, such  
as in his p o rtra it o f  K ang  Youw ei in celebration  o f the la tte r ’s s ix tie th  birthday, 
reflects th e  deg ree  o f  popu la rity  o f  W estern -derived  p ic to ria l p ractices and m edia
Entertainment Culture, 1850-1910 (Seattle and London, 2006), pp. 178-219.
121 Laing, Selling Happiness, pp. 57-59. Photography was imported into China as early as 1850s. 
The earliest record of photography in China was seen in the Guangdong zashu
‘Random Notes of Guangdong’), written by Zhou Shouchang (JHHeI) during his trip to 
Guangdong Province, whose capital was the treaty port, Guangzhou. Li, Zhongguo zaoqi youhua 
shi, p. 375.
122 Regine Thiriez, ‘Photography and Portraiture in Nineteenth-Century China’, East Asian 
History, 17/18 (1999), 77-102.
123 Liu, Translingual Practice, p. 320.
124 Li, Zhongguo zaoqi youhua shi, pp. 375-376.
125 Thiriez, ‘Photography and Portraiture in Nineteenth-Century China’, pp. 99-102,
in  S hanghai and  n earby  reg ions by  X u B e ih o n g ’s tim e (Fig. 13). In  the  pain ting , 
the  heads o f  the  figures are rendered  realistically , as if  converted  d irec tly  from  
pho tographs. In  add ition  to K ang Y ouw ei, m ost o f  the f ig u re s ’ heads are ou t o f 
p rop o rtio n  w ith  the ir bodies. T heir faces w ere  p h o tog raph ica lly  rea lis tic , w hile 
the ir b o d ies w ere  th in  and  proportionally  sm aller, w ithou t obv io u s ind ica tion  o f 
physical vo lum e. X u B eihong  possib ly  po rtrayed  the ir faces e ith e r  d irec tly  or 
w ith  the a id  o f  p ho tog raphs and then p a in ted  their d ressed  b o d ies acco rd ing  to 
the im ages in  p o p u la r pub lications or advertising  posters. S h o w in g  fem in ine  
im ages w ith  in co rrec t p roportions fo r th e ir figures w as com m on  in  the beauties 
depicted  in  early  advertisem en t poste r pain ting , such as W anzhuang  (HJ&H&, 
‘E ven ing  M a k e u p ’, 1914), m ade by  the renow ned  com m ercia l a rtis t Z heng  
M an tuo  (Jt|5$||?ts, 1888-1961) (Fig. 56). T he inco rrec tly -p ro p o rtio n ed  figures 
reveal a deco ra tiv e  taste . A lthough  photograph ic  rea lism  grew  m o re  p o p u la r in 
C h ina  in  th e  1910s, W estern  pain ting  still found  b road  accep tance  in  the C h inese  
com m erc ia l m ark e t as chic m odern ity  ra ther than  as a coun te rpart to C hinese  
pain ting . M oreover, the  figures in  X u B e ih o n g ’s pain ting  w ere  m u ch  b ig g er in 
com parison  w ith  the  garden  setting , m ak ing  the figures seem  to  ju t  ou t from  the 
p ic tu re ’s su rface . T his seem s to g ive the im pression  that the  garden  background  
is artificial. A fte r p ho tog raphy  cam e to Shanghai, custom ers p o sin g  b efo re  an 
artificial b ack d ro p  in the  studio becam e a fash ion  in  the m ak in g  o f  indoor 
p h o to g rap h ic  portra its, as is represen ted  in  W u Y ouru’s illu stra tio n  (Fig. 57). W u 
Youru dep ic ted  tw o w om en, one sitting  and  the o ther s tand ing , in  fro n t o f  a 
screen  w ith  W estern  arch itectural e lem ents on  it. T he  p e rsp ec tiv e  in  the backdrop  
screen  h ad  to  be  very  p rec ise  in o rder to create  the illusion  th a t the  w om en  had 
been  p h o to g rap h ed  in side  a sp lendid  W estern  sty le house in stead  o f  in a studio. 
X u  B e ih o n g ’s p o rtra it o f  K ang Y ouw ei w as perhaps execu ted  acco rd ing  to  a
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p h o to g rap h  w hich  K ang  Y ouw ei and his fam ily  had  had  taken  in  a s tud io  in  
ce leb ra tion  o f  his b irthday , w hile the garden  setting  o f  the  p h o to g rap h  w as in fact 
an  artific ia l backdrop  supp lied  by  the  studio.
W ith  the  g rea t popu larity  tha t pho tography  en joyed  in  C hina , it  increasing ly  
rep laced  trad itio n a l p o rtra itu re  to becom e the p referred  cho ice  fo r m aking  
p o rtra its  am ong  the urban  dw ellers in  the  treaty  c itie s .126 T he  flo u rish ing  o f  
p h o to g rap h y  businesses caused  a g row ing  dem and fo r the m ak in g  o f  backdrops. 
In  add ition  to th e ir w ork  fo r ind iv idual custom ers, the art stud ios p roduced  a 
consid erab le  n u m b er o f  backdrops in  a varie ty  o f sty les to  ca te r fo r the g rea t 
dem and  fro m  the b lo o m in g  pub lish ing  and tobacco en terp rises in  Shanghai. T he 
im p o rt o f  lithog raphy  along  w ith  the pub lish ing  o f  S henbao  and D ian sh i Studio  
P ic to r ia l b ro u g h t to  C h ina  new  W estern  p rin ting  techno logy  as w ell as the 
p rac tices o f  the W estern  press, such as inc lud ing  advertisem ent pages in  the  press 
and  issu ing  calendars as g ifts fo r cu s to m ers .127 A dvertis ing  becam e an im portan t 
source o f  in co m e fo r the  p re ss .128 T h is produced  a tigh ter re la tionsh ip  b etw een  
the com m erc ia l and p u b lish ing  industries in  C hina and  as a re su lt led  to a huge 
dem and  fo r advertisem en t calendar posters. L ater on, tobacco  com panies 
acce lera ted  the grow th  o f  advertising  business and consequen tly  caused  the 
zen ith  o f  the  p rodu c tio n  o f  advertisem ent ca lendar posters in S h an g h a i.129 T hese 
advertis in g  posters gave rise  to a renew ed  in terest in the beau ty  genre. W ith  the 
popu larity  o f  pho to g rap h y  and the advertising  aim s o f  ca lendar posters, the
126 Li, Zhongguo zaoqi youhuashi, p. 376.
127 Laing, Selling Happiness, pp 18-19, 55.
128 Wu Fangcheng ‘Wanqing sishinian Shanghai shijue wenhua de jige mianxiang -  Yi 
Shenbao ziliao weizhu kan tuxiang de jixie fuzhi’ HJ&'/r [ Z 3 H E tJ -  LI
‘Aspects in Shanghai Visual Culture during the last 40 years 
of the Qing Dynasty -  the Mechanical Reproduction of Images in the Shenbao’, Renwen xuebao, 
26 (2002), pp. 49-95 (pp. 51-52).
129 Chen Chaonan Efcla® and Feng Yiyou Old Advertisements and Popular Culture:
Posters, Calendars and Cigarettes, 1900-1950 (San Francisco, 2004).
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fem ale im ages in  th is k in d  o f  pain ting  w ere generally  pho to g rap h ica lly  
illu stra ted  and  com m erc ia lised .130 To p roduce  d ifferen t types o f  w om en  from  
classica l beau ties  to  the  m odern  w om en  dep icted  in  poste rs, artists w ou ld  re ly  on 
the p h o to g rap h e rs’ s tud ios to supply  d ifferen t k inds o f  settings and p rops fo r  the 
po rtrayed  w om en  to p o se  w ith. T hus, the dem and fo r backdrops increased  
rap id ly  as a  re su lt o f  the flou rish ing  o f  the advertising  industry  in  a v igorously  
com m erc ia lised  Shanghai. A t the sam e tim e, the p ro life ra tion  o f  
pho to g rap h ica lly  illu stra ted  and lithograph ica lly  p rin ted  ob jects on the m arke t 
and  in  p e o p le ’s daily  lives gradually  changed  the conven tions o f  im age m aking  
as w ell as p e o p le ’s v isual habits in  Shanghai.
T he dem and  fo r pho tog raph ic  backdrops was so g rea t that Z ho u  X iang  (JU 
1871-1933) estab lish ed  an art school, the T rain ing  In stitu te  o f  B ackdrop  
P ain ting  {B ujinghua chuanxisuo  in  1911, especia lly  to  teach
backdrop  p a in tin g .131 T he W estern ised  artist C hen B aoy i (M I'S —*, 1893-1945) 
once reg is te red  at this school. H e reca lled  that it was a th ree-m on th  p rogram m e. 
W h at Z ho u  X ian g  tau g h t w as how  to pain t backdrops w ith  W estern  perspective, 
and his w a te rco lo u r pa in tin g  was fu ll o f  C hinese ta s te .132 T he W estern ised  artist 
W ang Y achen (jT 5hJ§ |, 1894-1983) also recalled  tha t s tuden ts at that school 
learn t w a te rco lo u r p a in tin g  and dep ic ted  hybrid  sub jec t m a tte r,133 In add ition  to 
this schoo l devo ted  specia lly  to m ak ing  backdrops, Z h o u  X iang  also  fou n d ed  the
130 Yingjin Zhang, ‘Artwork, Commodity, Event: Representations of the Female Body in Modern 
Chinese Pictorials’ in Kuo, Visual Culture in Shanghai I850s-1930s, pp. 121-162.
131 Li, Zhongguo zaoqi youhuashi, p. 358.
132 Chen Baoyi, ‘Yanghua yundong guocheng lueji’ ‘An Outline of the
Western-Style Painting Movement’, Shanghai yishu yuekan J - 14 :[:lj, 6 (1942), pp.
117-120 (p. 118). The whole article was continuously published in the Shanghai yishu yuekan 
from the fifth issue to the twentieth issue. It was later re-published as ‘Yanghua zai Zhongguo 
liuchuan de guocheng’ iiffE4-1 ‘The Spread of Western-Style Painting in
China’, Yishujia, 35 (1978), pp. 19-42.
133 Wang Yachen, ‘Sishi zishu’ ‘Wang Yachen in His Own Words at 40’, in Wang
Zhen and Rong Junli sHTBTl eds, Wang Yachen yishu wenji -fch. ‘A Collection of
Wang Yachen’s Essays on Art’ (Shanghai, 1990), pp. 1-11 (p. 3).
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S hanghai O il P a in ting  Institu te  (Shangha i youhuciyuan  in  1910,
o ffering  a varie ty  o f  courses includ ing  o il painting, w aterco lour, p en c il draw ing , 
and  o ther s ty le s .134 In addition , Z hou X iang  also offered  in tensive  courses, 
designed  fo r s tuden ts w ho w ished to equip  them selves w ith  the la tes t sk ills in 
W estern  p o rtra itu re  as qu ick ly  as p o ss ib le .135 To attract m ore studen ts, the 
S hanghai O il P a in ting  Institu te  also offered  a d istance-leam ing  course, and 
students w ho  en ro lled  on this course w ould  receive Z hou X ian g ’s w aterco lou r 
m anuals w ith  deta iled  descrip tions o f  how  to pain t th e m .136 Z hou  X ia n g ’s 
schools p ro v id ed  courses w hich  apparen tly  catered  fo r the dem ands o f  
com m ercia l adv ertisem en t poster pa in tin g  industry, such  as pa in ted  backdrops, 
p h o to g rap h ica lly -illu stra ted  portra its, and  w atercolours, w hich  dem o n stra ted  the 
popu larity  o f  pho to g rap h ic  realism  as w ell as the c lose  re la tionsh ip  betw een  
W estern  p a in tin g  and the  com m ercial m arket at that tim e.
Z hou  X ian g  w as the earliest C h inese  artist to  e stab lish  W estern  pain tin g  
schools in  S h an g h a i.137 A t the open ing  cerem ony o f Z hou  X ia n g ’s art schools in 
1910, severa l em in en t refo rm -m inded  in te llectuals attended, inc lud ing  K ang 
Y ouw ei, L ian g  Q ichao  and  W u Z hihui (^ ^ [1 ^ 4 ,1 8 6 5 -1 9 5 3 ).138 T h e ir friendship  
s tem m ed from  th e ir p a rtic ipa tion  in  the  H undred  D ay s’ R eform , the  national 
reform  m o v em en t o f  the im perial Q ing w hich  ex isted  from  June to S ep tem ber 
1898; K ang  Y ouw ei and  L iang  Q ichao  w ere both  am ong the leaders o f  that
134 Li, Zhongguo zaoqi youhuashi, p. 357.
135 Wu Fangcheng, ‘Xiyang huihua de Zhongguo zaiquanshi -  You Shenbao ziliao kan 
Zhongguo xiandaihua de yixie shijue mianxiang’ ^  Li:l[iSFf
1r], ‘Re-interpretation of Western Painting in Chinese Manner -  Looking 
at some Visual Aspects of Modernization in China from Shenbao\ Renwen xuebao, 25(2002), pp. 
133-158 (pp. 146-147).
136 Li, Zhongguo zaoqi youhuashi, p. 358.
137 Yen Chuan-ying, ‘Buxi de biandong -  Yi Shanghai meishu xuexiao wei zhongxin de meishu 
jiaoyu yundong’ T1' LfftMiftjWM3Uj, ‘The Persistent 
Change -  the Art Education Movement Centred on the Shanghai Ait Schools’, in Yen, Shanghai 
meishu fengyun, pp. 47-117 (pp. 49-50).
138 Li, Zhongguo zaoqi youhuashi, p. 358.
92
m o v em en t,139 X u B eihong  p a id  several v isits to Z hou X iang  w hen  he  w as in 
Shanghai. H e  asked  H uang Jingw an  (]|f i f  jtj|) to  in troduce h im  to Z hou  X ian g .140 
H uang  J in g w an  w orked  at the  C om m ercia l P ress and  offered  X u  B eihong  a great 
deal o f  he lp  d u ring  X u  B e ih o n g ’s period  in  S h an g h ai,141 H u an g  J in g w an  la ter 
reca lled  th a t Z ho u  X iang  le ft a good  im pression  on X u B eihong. T h ey  talked  
cheerfu lly  fo r  the  w hole a fternoon  o f th e ir first m eeting , Z hou  X iang  had  a 
co m p reh en siv e  know ledge o f  W estern  art history. H e show ed  th em  h is ow n 
w orks and  g av e  X u B eihong  several catalogues o f  W estern  pain ting . F rom  
H uang  J in g w a n ’s account, Z hou  X iang  appeared to  hav e  w on  h im se lf  a 
repu ta tion  in  the  fie ld  o f W estern  pain ting  in Shanghai, a lthough  h e  firs t 
estab lish ed  h is reputation  in  the  art w orld  by his accom plishm ents in the 
trad itiona l rea lm s o f  C hinese pa in ting  and ca llig raphy .142 H uang  J in g w a n ’s 
account a lso  ind icates that X u  B eihong  had  paid  atten tion  to the  ac tiv ities o f  the 
S h an g h a i’s art w orld , in particu la r the strand  o f W estern  art, befo re  he arrived 
there.
S om e stud ies have argued that X u B eihong took  courses a t Z ho u  X ia n g ’s 
sch o o ls .143 M o st resources, how ever, ind icate  tha t X u B eihong  reg iste red  at the
139 Yen, ‘Buxi de biandong’, pp. 49-50. On the Reform Movement of 1898, see Spence, The 
Search fo r  M odern China, pp. 224-230.
140 Huang Jingwan, ‘Huiyi Xu Beihong zai Shanghai de yiduan jingli’ I H i ~  '
, ‘A Recollection of Xu Beihong’s Experiences in Shanghai’, in Xw Beihong huihua 
quanji, Vol. I, pp. 28-34 (p. 31),
141 Xu Beihong received a great deal of help from Huang Jingwan and Huang Zhenzhi (lit It/Z) 
in Shanghai. Huang Jingwan introduced several job opportunities to Xu Beihong. He also paid 
the tuition fee for a French language course for Xu Beihong. In appreciation of two Mr Huangs’ 
help, Xu Beihong once named himself ‘Huang Fu’ (f||^). Xu and Jin, Xu Beihong nianpu, p. 10.
142 Zhou Xiang was first renowned for his works of Chinese painting and calligraphy. He did not 
learn Western painting until he lived in exile in Japan and Europe after the failure of the Hundred 
Days’ Reform in which he had participated. Zhu Boxiong 7fcf|=$f and Chen Ruilin KlhWifjs 
Zhongguo xihua wushi nian 41 , ‘Fifty Years of Western Painting in China’ (Beijing, 
1989), p. 35.
143 Yao Xu $[dlS and Zhou Yezhen ‘Zhongguo meishu jiaoyu de qianqu -  Zhou Xiang’
-  JnJjjH, ‘Zhou Xiang -  the Pioneer of Art Education in China’, in Jiading 
wenshi ziliao, ‘Cultural and Historical Archives of Jiading’ (Shanghai, 1993),
Vol. VIII, pp. 67-72 (p. 69).
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S hanghai A it  A cad em y  (Shanghai m eizhuan  J t h e  art in stitu te  w hich  
w as set up  b y  L iu  H aisu  1896-1994) in 1912 .144 X u B e ih o n g ’s
p ho tog raph  w as pub lish ed  in the Ju n e  1919 issue o f M eishu , the  b u lle tin  o f  the 
S hanghai A rt A cadem y, as an honorary  alum nus o f the A cad em y  w ho had  w on  a 
governm en ta l scho larsh ip  to study art in  F rance (Fig. 58). L iu  H aisu  often  
m en tioned  X u B e ih o n g  as an a lum nus o f  the  Shanghai A rt A cadem y, though  X u 
B eihong  d en ied  i t .145 T he founding  m em bers o f  the Shanghai A rt A cadem y, such 
as L iu  H aisu , C hen  B aoy i and W u S h iguang  1885-?), all s tud ied
pain ting  w ith  Z hou  X iang. To com pete  w ith  Z hou X ian g ’s schoo ls, they 
appo in ted  Z h an g  Y uguang 1885-1968) as d irec to r o f  the A cadem y  in
1914.146 Z h an g  Y uguang w as an in fluen tia l artist in the S hanghai o f  his day, and 
pursued  m u ltip le  ca re e rs .147 H e w on h im se lf a repu ta tion  in  the  com m ercia l art 
w orld  in  S hanghai by  m aking  backdrops fo r pho tography  shops and theatres. 
F rom  1908, Z hang  Y uguang pain ted  scenery  fo r the  N ew  W orld  T heatre  
(.X inw uta i )» w hich  opened  in  1908 to p rom ote  refo rm ed  B eijing  opera
and  to p erfo rm  W estern  p lay s .148 Z hang  Y uguang’s ro le  as a  re fo rm -m inded  
artist w as also m an ifested  in  his con tribu tion  o f po litica l cartoons to the press 
(Fig. 59). L ater, Z hang  Y uguang and X u B eihong  becam e co lleagues at the 
N ational C en tra l U n iv ersity  in 1929.
T h e  S hanghai A rt A cadem y dom inated  the art education  fie ld  in  S hanghai in 
the 1910s. It also offered  courses s im ila r to those o f  Zhou X ia n g ’s art schools, 
such  as pen c il d raw ing , w aterco lour and  oil painting. T he S hanghai A rt A cadem y 
also em p h asised  th a t it offered  courses on W estern ph o to g rap h y  and
144 Yen, ‘Buxi de biandong’, p. 47.
145 Xu Beihong and Liu Haisu had bitter disputes on this event in 1932. They published 
announcements in the Shenbao. For these announcements, see Wang, Xu Beihong wenji, p. 52.
146 Yen, ‘Buxi de biandong’, p. 59.
147 Laing, Selling Happiness, pp. 139-143.
I4S. Li, Zhongguo zaoqi youhuashi, p. 360.
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advertisem en t pa in ting . B esides, its courses w ere in tensive , designed  fo r students 
w ho w ished  to  ob ta in  a certificate  and find  a re la ted  jo b  as qu ick ly  as p o ss ib le .149 
T he  courses on  the  one h an d  dem onstra ted  how  g rea t the  dem and  fo r 
p h o to g rap h y  and  re la ted  p ic to ria l p rac tices in the m ark e t w as; on the o th er hand, 
it revea led  th a t W estem -sty le  pa in ting  w as valued in  C h ina  only  fo r its p rac tica l 
and com m erc ia l va lue  a t tha t tim e. T he  essence o f  W estern  art seem in g ly  had  not 
yet been  recogn ised . T h e  teach ing  resources at the S hanghai A rt A cadem y  w ere 
ca ta logues o f  W estern  art, ca lendar posters and p a in ted  cards, m ostly  item s o f  
com m erc ia l art; and  students learn t pain ting  by m eans o f  copy ing  the im ages 
from  these  p o ste rs and  from  books o f  pictures. Z hou  X iang  and L iu  H a isu ’s art 
schools d em o n stra ted  th a t W estern  pain ting  in S hanghai w as m ore  associated  
w ith  the co m m erc ia l cu ltu ra l m arket ra th er than w ith  the fine  art in stitu tes. T he 
art schools tra in ed  students w ith  teaching  m aterials taken  from  the  com m ercia l 
m arket, and  the g raduates in turn con tinued  to jo in  th e  com m ercia l im ag e  m aking 
o f  the b lo o m in g  cu ltu ra l m arket.
T he cu rricu lu m  o f  the  S hanghai art schools revea led  tha t the d issem ination  
o f  W estern  pain tin g  in  C h ina  in the early  tw entie th  cen tu ry  w as en tang led  w ith 
co m m erc ia lly -d riv en  cu ltu ral p roduction , in w hich  ph o to g rap h ic  rea lism  gained 
g reat popularity . In  this period, W estern  pain ting  w as valued  fo r its p rac tica l 
functions and  its rea lis tic  renderings o f  the ob jective w orld , instead  o f  its 
aesthetic  value. C h en  B aoy i ind ica ted  tha t this period  w as the in itia l stage o f  a 
W estern -sty le  p a in tin g  m ovem en t in  C hina. ‘D raw ing  from  life ’, the essen tia l 
veh ic le  fo r lea rn in g  pain tin g  in  the W est, d id not find  accep tance  am ong  the 
Shanghai art sc h o o ls .150 T he popu larity  o f  W estern p a in tin g  in  this perio d  lay  in 
its com m erc ia l va lue  and  p ractical function  ra ther than  in  aesthetic  appreciation ;
149 Yen, ‘Buxi de biandong’, pp. 54-55.
150 Chen, ‘Yanghua yundong guocheng lueji’ , Shanghai yishu yuekan, 7-8 (1942), pp. 144-146.
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consequently , the school cu rricu lum  prov ided  in tensive courses, a im ing  to equip  
students w ith  the basic  techn iques o f  W estern realism  w ith in  a  short tim e. 
A ccordingly , th o se  w ho w ere in te rested  in learning W estern  p a in tin g  w ere  
generally  a im ing  a t ge tting  jo b s ra th e r  than acquiring a com p reh en siv e  
know ledge  o f  W estern  art.
W ith  th e ir m assive  inv o lv em en t in  the cultural m arket, com m ercia l artists 
no t only estab lish ed  fam e as the early  generation  of. the W estern -sty le  pain ting  
m ovem en t in  C hina, bu t w ere ab le  to  pursue m ultip le  careers. T hey  partic ipa ted  
in art education , pub lish in g  en terp rises and the en terta inm en t industry, so that 
their in fluence  w as far-reaching . X u  B eihong also la te r p ra ised  h ig h ly  the 
contribu tions o f  Z hou  X iang, Z hang  Y uguang, L iu  H aisu  and  X u  Y ongqing 
T=J, 1880-1953) to  the  new  art m ov em en t in  C h in a .151 X u Y ongqing  w as also  a 
w ell-know n  w aterco lo u ris t o f  h is day (Fig. 60). H is repu ta tion  cam e from  his 
m assive in v o lv em en t in  the com m ercia l art w orld  in  S hanghai. H e w orked  as an 
art ed ito r o f  Shenbao  and  also p rov id ed  designs fo r several pub lica tions. 
M oreover, h e  also  taugh t art courses and provided d raw ings fo r schoo l tex tbooks, 
such  as the  s ix -vo lum e Z hongxueyong  qianbi huatie  ‘M anual
o f  P enc il-D raw ing  M odels fo r M id d le  School S tu d en ts’), on  w hich  he 
co llabora ted  w ith  the Japanese  a rtis t O dake T akunobu and w h ich
w as pub lish ed  by the C om m ercia l P re ss .152 X u Y ongqing head ed  the art 
departm en t o f  th e  C om m ercial P ress , w hich  opened in  1913. H uang  J in g w an  and 
X u Y ongqing  b o th  w orked  for th e  C om m ercial P ress. W ith  th e ir aid, X u B eihong 
w as able to  m ake the acquain tance  o f  Z hou X iang.
T h e  h y b rid  p a in ting  sty le o f  these  com m ercial artists, w hich  com bined
151 Xu, ‘Xinyishu yundong zhi huigu yu qianzhan’, p, 429.
152 Laing, Selling Happiness, pp. 127-128. The Commercial Press was a leading publisher in the 
textbook market in the early twentieth century. For an account of this publisher, see Meng Yue, 
Shanghai and the Edges o f  Empires (Minneapolis, 2006), pp. 42-51.
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W estern  p ic to ria l e lem ents and C hinese taste, w as popular am ong the  public . As 
early  as 1911, a critic  p ra ised  the v isua l verisim ilitude in  the pain tin g s o f  X u 
Y ongqing and  Z h an g  Y uguang in an article pub lished  under the  p en  nam e ‘X iang  
K e ’ (# fliir) .153 T h e  w rite r argued th a t the  v isual realism  in  the ir pa in tings w as 
ach ieved  b y  m eans o f  the  W estern p ic to ria l p rac tices w hich  ex isted  in 
pho to g rap h ic  backdrop  pain ting . X iang  K e fu rther approved  the su p erio rity  o f 
W estern  and  Japanese  pain ting  over C hinese pain ting  in the ir ab ility  o f  rendering  
ligh t and  shade. Z hang  Y uguang and  o ther W estern-sty le  pa in ters rem ained  
popu lar in to  the  1920s. A n  article w h ich  w as pub lished  in the 1923 Shenbao  
listed  the m asters o f  m odern  C hinese pain ting , includ ing  Z hang  Y uguang and 
Z heng  M an tu o , and so on; a lm ost all o f  them  w ere w ell-know n com m ercia l 
ca lendar p o s te r  p a in te rs .154 W ith  the ir m astery  o f  pho tog raph ic  rea lism , the 
com m ercia l artists w ere  able to pursue  m u ltip le  careers beyond  the boundaries o f 
com m ercia l and fine  art. A t the  sam e tim e, the various roles o f a com m erc ia l 
a rtist in  the  art w orld  also  reflected  the fact tha t pho tograph ic  rea lism  w as so 
popu lar th a t it w as pervasive  in  p eo p le ’s daily  life. Its p opu larity  thus g radually  
changed  C h in ese  p e o p le ’s v isual hab its and developed  the ir app recia tion  o f 
realism . T h e  fam e o f  com m ercia l artists ind ica ted  that W estem -sty le  pain ting  
becam e m o re  and  m ore  sign ifican t in C hina after 1910s.
X u B e ih o n g ’s career also  too k  advantage o f  the popu larity  o f  p ho tog raph ic  
realism . H e  tau g h t tuhua  ( B l « ,  ‘p a in tin g ’ or ‘draw ing  and p a in tin g ’) courses at 
Pengcheng  M id d le  S choo l Shiq i G irls’ School (tla W tC & l), and
Y ixing p rim ary  N orm al S chool ( ] i[M - { < ) ] if®) in  1913 and 19 1 4 .155 Tuhua  
was added to a ll levels o f  the school cu rricu lum  in C hina in  1902 in  response  to
153 Wu, ‘Xiyang huihua de Zhongguo zaiquanshi’, p. 147.
154 Wu, ‘Xiyang huihua de Zhongguo zaiquanshi’, p. 148.
155 Xu and Jin, Xu Beihong nianpu, p. 7.
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the  n a tiona l ca ll fo r m odern isa tion  m odelled  on W estern  sc ience  and 
tech n o lo g y .156 T hus, X u B eihong  w as w ell p laced  to take up  these  teaching 
positions w ith  his sk ill in  realistic  rendering , w hich  w as m an ifested  in  his 
p ho tog rap h ica lly -illu stra ted  portraits. H is pain ting  skill and the cou rse  o f  his 
career in  tu rn  dem onstra ted  tha t W estern rea lism  w as valued  to a certa in  level in 
C h in a ’s ed u ca tiona l fie ld  at tha t tim e. To pursue  m ore artistic  ach ievem ents, X u 
B eihong  w en t to S hanghai again  in 1915. H e firs t sough t w o rk  at the 
C om m ercia l P ress, and h is figu re  pain tings go t h im  an opportu n ity  to prov ide 
designs fo r  th e  tex tbooks pub lished  by  the C om m ercial P ress, though  this jo b  
w as can ce lled  la te r fo r som e unknow n  reaso n .157 In addition , X u  B eihong  m ade 
a G uanyin  B o dh isa ttva  p a in tin g  for a boo k  cover and  som e illu stra tions fo r the 
C h inese  go n g ju  book , Tantui tushuo  ( I P i ! [311 lift, ‘Illustrations o f  C h inese K ick s’), 
p ub lished  by  the  Z h onghua  B ooksto re  ( ^ ^ i l r M j ) -  M oreover, d u ring  his stay in 
Shanghai, X u B eihong  also  m ade the acquain tance o f the leaders o f  the 
innov a tiv e  L ingnan  School, G ao Jianfu  and G ao Q ifen g .158 X u  B e ih o n g ’s 
m astery  o f  pho to g rap h ic  rea lism  and his background  as a p ro fessio n a l artist 
enable  h im  to develop  h is artistic  career by taking up m u ltip le  jo b s  in the 
educa tiona l and  pub lish in g  fields.
X u B e ih o n g ’s friendsh ip  w ith  the G ao brothers during  h is tim e  in Shanghai 
w as o f  s ig n ifican ce  in re la tion  to his la ter p ercep tion  o f rea lism  as the 
em b o d im en t o f  national sp irit and an ind ispensab le  com ponen t o f  new  culture 
bu ild ing . To seek  jo b  opportun ities  at the A esthetic  B ooksto re  (Shenm ei shuguan  
l l r l t l l r i i l l ) ,  X u  B eihong  pain ted  fo r the G ao bro thers a se t o f  fo u r beau ty
156 Kao, ‘Reforms in Education and the Beginning of the Western-Style Painting Movement in 
China’.
157 Xu and Jin, Xu Beihong nianpu, p. 8.
158 On the Lingnan School, see Ralph Croizier, Art and Revolution in Modern China: The 
Lingnan (Cantonese) School o f  Painting, 1906-1951 (Berkeley and London, 1988),
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pain tings, a  typ ica l sub ject o f  trad itional C hinese N ew  Year* pain tin g  and then 
popu lar th em e  o f  ca lendar posters. H uang  Jingw an  reca lled  th a t it w as he w ho 
in troduced  X u B eihong  to  the  G ao b ro thers. A t first, X u  B eihong  w as unw illing  
to  m ake th e  com m erc ia l calendar pa in tings th a t the G ao bro thers req u ired .159 
A cco rd ing  to  a p u p il o f  G ao Jianfu , X u B eihong  freq u en tly  m ade ca len d ar'p o ste r 
beau ty  p a in tin g s at th a t tim e, and that G ao  Jianfu  had b een  im pressed  by his 
ta len t and em p lo y ed  h im  to  w ork  at the  A esthetic  B o o k sto re .160 A lthough  these 
accounts are  no t com ple te ly  co inciden t, bo th  reveal th a t the re la tionsh ip  betw een  
X u B eihong  and  the L ingnan  S chool a t tha t tim e had  a com m ercia l aspect. M ore 
im portan tly , it appeal's that X u B e ih o n g ’s p h o tog raph ica lly -illu stra ted  figure 
pain tings h ad  he lp ed  h im  to b e  successfu l in en tering  a t least the com m ercia l art 
w orld  in  Shanghai.
X u B e ih o n g ’s au tob iography  cla im s tha t he had  apparen tly  k n ow n  the G ao 
brothers b efo re  H u an g  J in g w an ’s in troduction . In X u B e ih o n g ’s ow n  w ords, he 
m ade the acq u a in tan ce  o f  the G ao bro thers because he  sen t them  a horse  pa in ting  
he  had d o n e  and  by  this m eans got th e ir approval. To earn  m oney, X u B eihong  
then  m ade fo u r beau ty  pain tings fo r the  A esthetic  B ookstore . G ao  Jianfu  
regarded  X u  B e ih o n g ’s horse  pain ting  as a be tter w o rk  than  those o f  H an  G an 
ca 706 -7 8 3 ), the m aste r o f horse  pain ting  in  the  T ang d ynasty  (618-907) 
(Fig. 6 1 ) .161 T here  exists a horse p a in ting  that X u B e ih o n g  did in  1919 (Fig. 62). 
T hree  ho rses  are dep ic ted  standing  u n d er a huge p ine  tree. T h e ir fron t hoofs are 
lifted  slightly , suggesting  that they are e ither about to ru n  o r have ju s t  stopping  
galloping. T h ey  are  carefu lly  rendered  w ith  fine-line d raw in g  and rich  layers o f
159 Huang, ‘Huiyi Xu Beihong zai Shanghai de yiduan jingli’, p. 30.
160 Jian Youwen ‘Geming huajia Gao Jianfu -  Gailun ji nianbiao (Zhong)’
#J5£ -  (d-Oi ‘The Revolutionary Painter Gao Jianfu -  Introduction and
Chronology: Part II’, Zhuanji wenxue 22. 2 (1973), pp. 83-91 (p. 88).
161 Xu, ‘Beihong zishu’, pp. 6-7.
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colours. T h e  sty le  is d ifferen t from  th a t typ ica l o f  X u  B e ih o n g ’s la te r ho rse  
pain ting , w h ich  is genera lly  rendered  w ith  bo ld  ink  w ash  and  exp ressive  
b rushw ork  (Fig. 1). Instead , th is early  h o rse  p a in ting  is rem in iscen t o f  those  o f 
the Ita lian  Je su it artist, L ang  Sh in ing  G iuseppe C astig lione , 1688-1766)
(Fig. 63). H is h y b rid  pain ting , successfu lly  inco rpo ra ting  W estern  rea lism  into 
C h inese su b jec t m atter, m ade h im  a renow ned  pa in te r at the Q ing  c o u rt.162 X u 
B eihong  saw  L an g  S h in in g ’s S ongxian  y in g zh i tu ‘W h ite  H aw k
and G lossy  G an o d e rm a’, 1724) at an ex h ib ition  o f  pa in ting  and ca llig raphy  in  the 
B eijing  W enhua p a lace  in  1918, and p ra ised  its exqu isite  rea lism  (Fig. 6 4 ) .163 X u 
B eihong  m en tio n ed  in his article ‘M ethods for the Im provem en t o f  C h inese  
P a in tin g ’ th a t h is pa in tin g s w ere o ften  com pared  to  those  o f  L ang  S h in in g .164 
T he  rea lism  in  L ang  S h in in g ’s pa in ting  w as h igh ly  p ra ised  b y  the re fo rm -m inded  
official K an g  Y ouw ei, w ho m ade the acquain tance  o f X u B eih o n g  in  S hanghai in 
1916 and had  a p ro fo u n d  influence  on h im .165 H ence, the gradual sh ift from  the 
Shanghai com m erc ia l art taste  to L ang S h in in g ’s rea lism  in  X u B e ih o n g ’s early  
w orks m ay re su lt from  K ang Y ouw ei’s in fluence. X u B eihong  and K ang  
Y ouw ei’s c lo se  re la tio n sh ip  w ill be d iscussed  in m ore detail in  the fo llow ing  
section.
X u B e ih o n g ’s horse  pa in ting  o f 1919 w as s im ila r to L ang  S h in in g ’s in style. 
N evertheless, the  p a in stak in g  rea lism  o f  the horses also  p o ssib ly  cam e from  X u - 
B eihong 's freq u en t co p y in g  o f  the pa in ted  cards th a t he co llec ted  fro m  cigare tte
162 Waley-Cohen, ‘Diplomats, Jesuits and Foreign Curiosities’.
163 Xu Beihong, ‘Ping Wenhuadian suocang shuhua’ ‘Comments on the 
Painting and Calligraphy Collection in the Wenhua Palace’, in Xu and Jin, Xu Beihong yishu 
wenji, pp. 31-38.
164 Xu Beihong, ‘Zhongguohua gailiang zhi fangfa’ ‘Methods for the 
Improvement of Chinese Painting’, in Xu and Jin, Xu Beihong yishu wenji, pp. 39-45 (p.45).
165 Kang Youwei, ‘Wanmu caotang canghuamu’ ‘Catalogue of Painting
Collection of the Thatched Hut of Ten Thousand Trees’, in Shen Songxin and Li Guojun
eds, Kang Youwei xiansheng moji congkan; Er jlK'WTfczfe Hi Til (—), ‘Compilation
of Kang Youwei’s calligraphic works: Vol. II’ (Henan, 1983), p. 120.
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packets. X u  B eihong  la te r recalled  th a t he liked  to co llec t c igare tte  cards w ith  
anim al im a g e s .166 T h e  m ost obvious m anifesta tion  o f  X u B e ih o n g ’s adm ira tion  
fo r the  G ao  b ro thers perhaps lay in the  tig er p ain ting  he m ade in 1918 as a g ift to 
M a S h u p in g  ( J l i j^ ^ P , 1881-1955), a renow ned  scho lar o f  ep ig raphy  (Fig. 6 5 ).167 
T he tiger is rea lis tica lly  rendered  w ith  ink  and w atercolour, rem in iscen t o f  those 
in the p a in tin g s o f  the G ao bro thers (Fig. 66). N onetheless, X u B e ih o n g ’s tiger is 
less ferocious than  the  G a o s’. U n like  the  nationalist im plica tions coded  in the 
fierce beasts  in  the w orks o f  the G ao b ro thers, X u B eihong  seem s to  hav e  paid  
m ore a tten tio n  to  p ic to ria l subjects and  practices. L ike  the 1919 h o rse  pain ting , 
the rea lis tic  rendering  and  w aterco lour sty le  used in X u B e ih o n g ’s tig e r pa in ting  
dem onstra tes th a t X u B e ih o n g ’s early  p ic to ria l p rac tices w ere  in  c lo se  
associa tion  w ith  the conven tions o f  com m ercial art. X u B e ih o n g ’s an im al 
pa in tings d em o n stra te  again  how  W estern  art had  spread in C h ina  in  the  early  
tw en tie th  century . T h e  im ages and objects on the com m ercia l m ark e t seem ingly  
becam e the  m o st com m on  vehicles fo r C h inese  artists to learn  W estern  pain ting .
N am ed  a fte r the area from  w hich  the artists cam e from  -  C an ton , to the 
‘So u th ’ o f  the  ‘F ive  R an g es’, the L ingnan  School w as founded  b y  th ree  
C an tonese  artists, G ao Jianfu , G ao Q ifeng  and C hen  S huren  ([A fM A i 
1884-1948), w ho w ere  am ong the firs t genera tion  o f  young  C h inese  artists w ho 
w ere a ttrac ted  by  the  successfu l W estern ised  m odern isa tion  o f  Jap an  and thus 
pursued  a rt stud ies there  from  as early  as 1906. T h e  L ingnan  S choo l fea tu red  a 
new  fo rm  o f  C h inese  pain ting , in teg ra ting  W estern  m odelling  afte r n a tu re  and 
a tm ospheric  effects in to  trad itional sub jec t m atter such  as b irds, landscapes and 
anim als. A n im als in dram atic  or forcefu l gestures against rom antic  settings such 
as m o on lit n igh ts o r snow  scenes, rendered  w ith  carefu l shad ing  and  rich  layers
!66 Xu, ‘Beihong zishu’, p. 3.
167 Gugong bowuyuan cang jinxiandai shuhua mingjia zuopmji: Xu Beihong, p. 24.
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o f  co lours, rep resen ted  the influence from  the refined  com bina tion  o f  rea lism  and 
ro m an tic ism  in  la te  M eiji Japanese  pain ting , in particu la r the S hijo  S ch o o l.168 
T he L in g n an  S choo l artists p rom oted  ‘N ew  N ational P a in tin g ’ (X in g u o h u a  iUrHH 
H ) ,  c la im in g  th a t the L ingnan  S ch o o l’s aim  was to refo rm  o ld  n a tiona l p a in tin g  
and crea te  new  national pa in ting  in o rd e r to m odern ise  C hinese p a in tin g .169 
T hey  en d o w ed  pain tin g  w ith  a na tionalis tic  ideology, em phasising  th e ir b e lie f  
that a it sh o u ld  be treated  as “an in tegral part of, and a stim ulus to, na tional 
re ju v en a tio n ” . 170 T he  rad ica l a ttitude o f  the  L ingnan  Schoo l m an ifested  itse lf  in 
G ao J ia n fu ’s dep ic tion  o f  m odern  ob jects in  his ink  pain tings, such  as aeroplanes, 
cars and  te leg rap h  po les (Fig. 67). F o r them , art shou ld  be m odern ised  to b e  
capable  o f  fa ith fu lly  rep resen ting  the rea lities o f the ou tside  w orld  in  o rder to 
partic ip a te  in  the b u ild ing  o f  the new  nation . F or them , the soc ia l-po litica l and 
artistic  ro les w ere  no t incom patib le . T hus, the lead ing  m em bers o f  the  L ingnan  
S chool ac tive ly  p a rtic ipa ted  in revolts against the im perial M anchu  reg im e and 
helped  to  estab lish  a new  repub lican  nation. C onsequently , the L ingnan  S choo l 
artists occu p ied  an im p o rtan t p lace in m odern  C hinese  pain ting . N onethe less, 
the ir rad ica l a ttitudes to  art seem  not to have  been  w elcom e in S hanghai in  the 
1910s, w h en  the  C h inese  pain ting  w orld  w as still filled  w ith  conserv a tiv e  taste,
171and the co m m erc ia l w orld  p referred  the  exotic  novelty  o f W estern  pain ting . 
T herefo re , w hen  the p o litica lly  rad ical artists o f the L ingnan  S choo l cam e to  
S hanghai to  develop  th e ir  careers and  p ropagate  the ir new  art, they  invo lved  
them selves in  the com m ercia l w orld  b y  runn ing  a b o o k sto re /pub lish ing  ho u se  
and by m ak in g  ca len d ar posters, in w hich  their realistic  and  m odern  tendency
168 Croizier, A rt and Revolution in M odem  China, pp. 37-59.
169 Gao Jianfu, Wo de xiandai guohua guan ‘My View of Modem National
Painting’ (Taipei, 1955).
170 Croizier, Art and Revolution in Modern China, p. 65.
171 Croizier, A/7 and Revolution in M odem  China, pp. 66-68.
102
cou ld  fin d  g rea te r sup p o rt and accep tan ce .172
T he  G ao b ro thers opened  the A esthetic  B ooksto re  to  fu lfil th e ir in te llec tual 
asp irations on  the one  hand , and to ca ter fo r popu lar taste  in  o rd er to support 
their liv e lihood  on  the other. A ccord ing  to rem iniscences o f  the ir con tem poraries , 
the A esthe tic  B o o k sto re  w as one o f  the best-know n  stores offering  W estern 
pa in ting  o ils and  p igm en ts  in  Shanghai. It also sold  a w ide  range o f  pa in ted  cards, 
postcards and p a in tin g  eq u ip m en t.173 H uang  Jingw an  reca lled  th a t X u B e ih o n g ’s 
pastim e in  S hanghai w as to v isit the C om m ercial Press boo k sto re  to  read  art 
books and  C h in ese  versions o f  W estern  literature. As w ell as th is, X u B eihong  
also w en t to the  A esth e tic  B ooksto re  w hich  stood opposite  to the  C om m ercia l 
Press, and  w h ich  s tocked  a varie ty  o f  com m ercial art goods, such  as co lo u r 
lithograph ic  ca ta logues, cop ies o f  m asterp ieces and ca len d ar p o s te rs .174 M ore 
im portantly , the b o o k sto re  functioned  as a sm all gallery  w here  there  w ere 
frequen tly  d isp lay ed  w orks by artists o f  the L ingnan  School. T hus, the booksto re  
becam e one o f  the favourite  ga thering  p laces for con tem porary  artists in 
S h an g h a i.175
T he careers o f  artists o f  the L ingnan  School in S hanghai reveal how  the 
spread  o f  W estern  art o r new  C hinese p a in ting  w as inev itab ly  en tan g led  w ith  the 
com m erc ia lly -d riv en  cu ltu ra l m arket, and  how  p ho tog raph ic  rea lism  served  to 
bridge th ese  d iffe ren t rea lm s. A lthough  p icto ria l rea lism  w as popular' in  this 
period , co m p reh en siv e  know ledge o f W estern  art had  no t yet b een  in troduced  
in to  C hina. M o st o f  the  W estern ised  artists w ere se lf-taugh t or had  lea rn t abou t 
W estern  p a in tin g  th rough  copy ing  p rin ted  im ages. A rt courses in  early
172 On the Lingnan School artists’ life in Shanghai, see Croizier, A rt and Revolution in M odem  
China, pp. 64-84.
173 Chen, ‘Yanghua yundong guocheng lueji’, p. 120.
174 Huang, ‘Huiyi Xu Beihong zai Shanghai de yiduan jingli’, p. 30.
175 Chen, ‘Yanghua yundong guocheng lueji’, p. 120.
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tw en tie th -cen tu ry  C h ina  concen trated  on ly  on  copy ing  and on the p rac tica l 
aspects o f  W estern  pain ting , such  as those  w hich  w ere taugh t a t the S hanghai O il 
P ain ting  In stitu te  and the Shanghai A rt A cadem y. T he G ao  bro thers w ere  am ong 
the earliest C h inese  studen ts to pursue  art studies overseas. T h ey  b ro u g h t back  
w ith  them  a new  p ercep tio n  o f  the ro le  o f  pain ting  in  national m odern isa tion . To 
p rom ote  th e ir  new  fo rm  o f  C h inese pain tin g  w ith  its em phasis  on  W estern  
realistic  p rac tices , th e  G ao brothers had  to  involve them selves firs t in  the  cu ltural 
m arket in  S hanghai, w here  W estern  rea lism  and artistic  novelties w ere  greatly  
popular. T h e y  opened  a booksto re /pub lish ing  house to p rin t and sell com m ercial 
paintings. G ao  Jian fu  also cooperated  w ith  the renow ned ca len d ar po ste r artist 
Z heng  M an tu o  in  execu tin g  a beau ty  pa in ting  in the sty le o f  ca len d ar posters (Fig. 
6 8 ) 176 -phe L ingnan  S ch o o l’s rad ica l a ttitude  tow ards art and  po litic s  appeared  
no t to find  as broad  accep tance  as th e ir invo lvem ent in cu ltu ral c rea tiv ity  am ong 
the S hanghai lite ra ry  and artistic  circles, as is dem ons h a te d  in the accoun ts o f 
the ir con tem poraries su ch  as C hen  B aoy i and H uang Jingw an. A t the  sam e tim e, 
w ith  the ir success in ga in ing  a p lace  in S h an g h a i’s cu ltural scene, the L ingnan  
School a rtis ts  ex h ib ited  the ir new -sty le  pain tings at the A esth e tic  B ooksto re , and 
by  this m eans they  w ere  able to develop  a new  readersh ip  w ith  a new  percep tion  
o f  C h inese pain ting ,
X u B e ih o n g ’s experiences in  Shanghai reveal the s ign ifican t phenom enon , 
show ing how  S hanghai had  gradually  developed  a co n tex t fo r the fo rm atio n  o f 
an art fie ld  w ith  its u rban  cu ltu ral m arket, flourish ing  p rin tin g  industry, 
pub lishers and art educational in s titu te s .177 T he developm ent o f  th is art fie ld  was 
en tang led  w ith  the sp read  o f  W estern  pain ting , in  w hich  p h o to g rap h ic  realism  
p layed  a s ig n ifican t ro le. P ho tograph ic  rea lism  p layed  a p a rt in  m an y  aspects o f
176 Laing, Selling Happiness, pp, 122-123.
177 Hockx, The Literaiy Field o f  Twentieth-Century China, pp. 1-20.
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S h an g h a i’s cu ltu re  and  life. C onsequently , its p opu la rity  also re flec ted  the 
boom ing  o f  th e  p u b lish ing  industry, pho tograph ic  businesses, en te rta inm en t and 
advertising , w h ich  underlay  the rise  o f  a  com m ercia lly -aw are  and m odern ised  
m etropolis. M o re  im portantly , pho tog raph ic  rea lism  no t only  changed  p a in te rs ’ 
p ic to ria l p rac tices and aud ience’s v isual hab its, b u t also e levated  the  value  o f 
realism  in  C h inese  art d iscourse , w hich  had  long  p referred  the exp ressive  and 
abstract qua lity  o f  lite ra ti painting. T he launch  announcem ent o f  the  D iansh i 
Studio P ic to r ia l  s ta ted  tha t the verisim ilitude  effects in W estern  p a in tin g  m ade it 
m ore su itab le  than  C h inese  pain ting  to serve the new s m edia. It w as argued  that 
C h inese art va lued  craftsm ansh ip  (gong  X ) ,  w hile  W estern  p a in tin g  valued  
resem blance  (xiao  f%), and resem blance  could  reach  veracity  (zhen  .Til, literally  
‘veracity, rea lity  o r tru th ’) .178 S ince  the la te  n ineteen th  century, W estern  pain ting  
was o ften  reg a rd ed  as be tte r than C hinese in te rm s o f m im esis. A dditionally , 
pho to g rap h ic  rea lism  also  p layed  a part in  the p icto ria l and social p rac tices  o f 
literati c irc les. H e  G uisheng  ffrtfffiX . 1841-1894), the renow ned  ed ito ria l w riter 
o f  Shenbao , repeated ly  u sed  photographs to  report the e legan t ga therings (yaji 
HI) o f  artists and m en  o f  letters in the press. H e once suggested  th a t pain ters 
should  ex ecu te  co rrespond ing  pain tings accord ing  to  these pho tographs. 
M oreover, em bellished  w ith  literary  inscrip tions and bound  in  a lbum s, this kind 
o f  pa in tin g  w o u ld  also be em blem atic  o f  the lite ra ti’s g raceful 
acco m p lish m en ts .179 H is suggestion  can  find  a dem onstra tion  in the illustra tion  
X uyuan  ca iju  tu  ‘C hrysan them um -P ick ing  in  the  X u  G ard en ’),
execu ted  by  th e  illu stra to r J in  G uisheng  o f  the D ian sh i S tud io  P ic to ria l
178 Chen Pingyuan PjflXIfL ‘Wanqingren yanzhong de xixue dongjian -  Yi Dianshizhcii huabao 
weizhongxin’ llftif -  bk ( I iM fil is ) )  ‘The Late Qing People’s
Perception of the Transmission of Western Learning in China -  Dianshi Studio Pictorial as the 
Case Study, electronic paper from http://www.chinese-thought.org/whvj/Q04731 .htm.
179 Wu, ‘Wanqing sishinian Shanghai shijue wenhua de jige mianxiang’, p. 82.
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in  1890 (Fig. 69). A cco rd ing  to its inscrip tion , this illu stra tio n  w as based  on  a 
pho tograph  taken  at an  e leg an t gathering  in w hich  H e G u isheng  w as also present. 
This illu stra tio n  dem onstrates that the p ictorial p rac tice  o f  c o n v ertin g  a 
pho tograph  in to  a pain ting , w hich  w as w idely  p o p u la r in  the  m ak ing  o f  calendar 
posters, w as also  em ployed  in trad itional art c irc le s .180 W h eth e r th rough  the 
p h o tog raph ica lly -pub lished  form s o f the literati activ ities or in  the  pain ted  
rep roductions o f  the  pho tog raph ica lly -reco rded  lite ra ti ga therings, the 
se lf-exp ressive  and sec luded  characteristic  o f trad itional lite ra ti p a in tin g  w as 
unavo idab ly  en tan g led  w ith  realism .
X u B e ih o n g ’s p o rtra it o f  the m ost celebrated  C hinese opera  ac to r o f  the 
tw entie th  century , M ei L an fan g  . 1894-1941), in  the  p a in tin g  Tiannii
scinhuci ‘C elestia l M aiden  Spray ing  F lo w ers’), da ted  1918, is an
exam ple w h ich  reveals the degree o f  the popu larity  o f  pho to g rap h ic  rea lism  and 
X u B e ih o n g ’s sk ill in  it (Fig. 70). M oreover, the pain tin g  reflec ts  the relationsh ip  
betw een  p h o to g rap h ic  rea lism  and cu ltural life  in C hina. In the pain ting , M ei 
L anfang  is p o rtray ed  in his stage ro le  as a fem ale celestia l in  the opera C elestia l 
M aiden  S pray ing  F lo w ers , an adaptation  o f an ep isode  fro m  the  W eim ojie  ($fl)Ip 
fjjj) B u d d h is t scrip ture . M ei L anfang  started  to p erfo rm  this ro le  in  19 1 7 .181 X u 
B eihong w en t to the opera  in B eijing  in 1918 and m ade the acqua in tance  o f  M ei 
L anfang  th ro u g h  the p o e t and  p layw righ t L uo Y inggong 1880-1924).182
L ater X u B eih o n g  m ade th is pa in ting  fo r M ei L anfang , and  L uo  Y inggong w rote 
an in scrip tion  on it in  w hich  he p ra ised  X u B e ih o n g ’s sk ill in  rea listic  portraiture.
180 On the pictorial method of converting a photo graphed figure into a painted one, see Wang 
Shucun BlIULt, ‘Yuefenpai nianhua shihua’ kj ‘An Account of the History of the
Calendar Poster Painting’, Meishujia 67 (1989), pp. 74-76.
181 On Mei Lanfang’s creation of this opera, see Mei Shaowu and Mei Weidong 
eds, Mei Lanfang zishu $§lifi]7!r 1=1 kft, ‘Mei Lanfang in His Own Words’ (Beijing, 2005), pp. 
117-121.
182 Xu and Jin, Xu Beihong nianpu, pp. 16-17.
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T he v isual v eris im ilitu d e  in  the portrayal o f  M ei L anfang  is overw helm ing , as if  
the figure w as cu t ou t o f  an actual pho tog raph  and affixed  to  the  pain tin g  directly. 
T h e  po rtray a l o f  M ei L anfang  in  X u B e ih o n g ’s pa in ting  w as apparen tly  cop ied  
from  the ad v ertis in g  postcards and posters o f  this opera  (Fig. 71). X u B e ih o n g ’s 
m ethod  o f  pa in tin g  this p o rtra it dem onstrates again tha t X u  B e ih o n g ’s early  art 
education  w as c lo se ly  associa ted  w ith  com m ercia l art. A t the sam e tim e, the  M ei 
L an fang  p o rtra it reveals th a t X u B eihong  had  m astered  a  deg ree  o f  p ic to ria l 
rea lism  b efo re  h e  p u rsu ed  art stud ies in  E urope in 1919.
F rom  the  la te  1910s, it had  becom e popu lar fo r tobacco  com pan ies to 
p roduce  se ries  o f  c igare tte  cards to a ttrac t custom ers. T h ese  c igare tte  cards often 
fea tu red  fic tio n a l charac ters such  as the heroes o f  the O utlaw s o f  the M arsh  and 
the beau ties o f  The D ream  o f  the R ed  C ham ber. In  addition, con tem porary  opera 
actors and  film  stars w ere  also  am ong the m ost popu lar su b je c ts .183 X u 
B e ih o n g ’s rea lis tic  p o rtra it o f  M ei L anfang  is an ind ica tion  o f  the  h ig h  degree  o f 
in terac tion  be tw een  p h o to g rap h ic  realism , com m erce, en te rta in m en t and  p e o p le ’s 
u rban  life. F ro m  the illu stra tion  o f the fic tional and theatre  ch a rac te r Shi Q ian  
(Fig. 49), to  the  p o rtra it o f  the C h inese  opera  actor M ei L anfang , X u  B e ih o n g ’s 
w orks rev ea l the  sign ificance  o f  po pu la r culture in his crea tive  w ork. X u 
B e ih o n g ’s b ack g ro u n d  m ade h im  in terested  in fic tional and thea trica l characters, 
the them es h av ing  been  p o p u la r in the p ro fessional art rea lm , and  th is penchan t 
con tinued  in to  his la te r c rea tion  o f  h isto ry  pain ting , such  as h is c rea tion  o f 
B aw ang  b ie ji  ( H E E M E , ‘Farew ell M y C o n cu b in e ’) in  o ils in  1931 (Fig. 72). 
T his h is to rica l sto ry  w as p o p u la r in C h inese  opera. M ei L an fan g ’s perfo rm ance 
o f  the co n cu b in e  w on  h im  his p rom inen t sta tus in C hinese  opera  w orld  in the
183 Sheng Xunchang Zhang Xichang iMfilS and Feng Yiyou eds, Laoxiangyan
paizi huacong: Jingju yishu lianpu : lA Collection of the Old
Cigarette Painted Cards: Beijing Opera Masks’ (Shanghai, 2000).
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1920s.184
M ore  im portan tly , X u  B eih o n g ’s portra it o f  M ei L anfang  revea led  the 
sign ifican t p h en o m en o n  th a t pho tograph ic  realism  also p a rtic ipa ted  in 
re la tionsh ip  b u ild in g  betw een  trad itional cu ltural circles. X u B eihong  m ade this 
pa in tin g  as a  g ift fo r M ei L anfang. I t is now  preserved  in  the M ei L anfang  
M em oria l M u seu m  in  B eijing. T he m an  o f  letters L uo Y ingg o n g ’s in scrip tion  on 
the one h an d  increased  the cultural value o f  this portrait; on the o th e r hand , it 
added  m ore  cu ltu ra l trappings to the im age o f  X u B eihong  as a refined  artist.
T his k in d  o f  social p rac tice  w as seen in  trad itional art c ircles, such  as Z eng  J in g ’s 
associa tion  w ith  his con tem porary  literati painters. H is rea lis tic  portraits o f  the 
literati o r w ith  the  lite ra ti’s ca llig raphy  inscrip tions m ade him , a p ro fessional 
artist, p o p u la r in  the lite ra ti art w orld. L uo Y inggong w as K ang  Y ouw ei’s student. 
T herefo re , w ith  K ang  Y ouw ei’s in troduction , L uo  Y inggong took  care  o f  X u 
B eihong  an d  b ro u g h t h im  in to  B e ijin g ’s cultural circles. In  add ition  to  M ei 
L an fan g ’s po rtra it, L uo  Y inggong also  inv ited  X u B eihong  to po rtray  ano ther 
fam ous o p era  actor, C heng  Y anqiu 1904-1958).185
X u B e ih o n g ’s sk ill in  portra it pain ting  enabled h im  to  partic ipa te  in  cu ltural 
scene in  Shanghai. A t the sam e tim e, the v isual im pulses in  S hanghai in  tu rn  
fu rther p o lish ed  his techn ique in  p icto ria l realism . T he popu larity  o f 
W estern -derived  rea listic  practices had  a far-reach ing  in fluence  on  several 
aspects o f  u rb an  life  in  C hina. It g radually  changed  C hinese p e o p le ’s 
app recia tion  o f  rea lism  and helped  the b irth  o f  a W estern ised  art fie ld  in  C hina. 
M oreover, en tan g led  as it w as w ith  advanced  W estern  c iv ilisa tion , W estern  
realism , w h ich  found  b road  accep tance am ong C hinese peop le  th rough  its
184 Jingju shizhao iLM.-Llku ‘Pictorial History of Beijing Opera’ (Beijing, 1990), pp. 25-26.
183 Zhang Yihe^fn^n, Ungren wangshiffi' AtL’L, ‘Memories of Chinese Opera Actors’ (Hunan, 
2006).
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ph o tog raph ic  verisim ilitude , added a m odern  im age to  p ro fessional p a in te rs , who 
had  trad itio n a lly  been  the  m asters o f  C hinese p ic to ria l realism . T h ey  b ecam e 
endow ed  w ith  a W estern ised  im age and becam e active and in flu en tia l in  the art 
and the  ed u ca tio n a l fields. M any  o f  them  w ere po litica lly  rev o lu tio n ary  as well, 
such  as Z hou  X iang , Z hang  Y uguang and the G ao bro thers. A long  w ith  W estern 
scien tific  c iv ilisa tio n  and refo rm -m inded  in tellectuals, pho tog raph ic  rea lism  was 
sym bolic  o f  m o d ern ity  and therefo re  increasing ly  becam e a valued  fo rm  o f 
cu ltu ral cap ita l in C hina. A s a consequence, X u B e ih o n g ’s m aste ry  o f  it no t only 
led  h im  to  gain  severa l jo b  opportun ities in S h an g h ai’s cu ltural m arket, bu t also 
enab led  h im  to  associa te  w ith  in tellectual circles; am ong them , K ang  Y ouw ei’s 
in fluence o n  X u  B eihong  w as the m ost p rofound. Shanghai in te llec tual c irc les 
valued  rea lism  fro m  bo th  the aesthetic  and  na tiona lis t angles, con sid erin g  rea lism  
to be an essen tia l dev ice  to strengthen  and m odern ise  C hina. T he  fo llo w in g  
section w ill lo o k  in to  how  Shanghai in te llectual c ircles added natio n a lis t 
conno ta tions and  aesthetic  value to  realism . X u B e ih o n g ’s associa tion  w ith  these 
sam e S h an g h ai in te llec tual circles m ay explain  w hy he la te r b ecam e an adheren t 
o f  rea lism  and  am bitiously  accum ulated  th is new  cu ltu ral capital to w in  h im se lf a 
sign ifican t p lace  in  the art w orld. M oreover, the grow ing  p ercep tio n  o f  the 
n ationalist and  m odern  conno ta tion  o f  rea lism  m ay hav e  helped  X u  B eihong  to 
transcend  com m erc ia l realism , w hich  w as pervasive  in his w orks o f  th e  1910s. 
H e in fused  natio n a lism  and W estern c lassical pa in ting  elem ents in to  his la ter 
h isto ry  pain tin g s, w hich  w ere executed  in  C hinese ink, and thus m ade  his 
pa in tings in te llec tual. F ar from  estab lish ing  fam e on ly  in the com m erc ia l art 
w orld  as the ea rly  genera tion  o f  W estern ised  pain ters did, X u B eih o n g  
successfu lly  b u ilt h is im age as an in te llec tual and W estern ised  pain ter, w inn ing  
h im se lf a p o sitio n  in  the fine  art field  w ith  his use o f  realism .
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2.4 A New Form of Cultural Capital -  Shanghai Intellectuals’
Perception of Reality (Zhen) and Pictorial Realism in the 1910s
T he im p o rta tio n  o f  W estern  p rin ting  techno logy  along  w ith  the consequent 
flood o f  W estern  im ages and  objects caused  the popu larity  o f  p ho tog raph ic  
realism  in  C hina. T his pho tog raph ic  rea lism  not on ly  m an ifested  itse lf  in  the 
v isual art realm , b u t also  re fe rred  to the capacity  o f  fa ith fu lly  ren d erin g  social 
realities. T h e  p rev ious sec tion  has ind ica ted  that verisim ilitude  w as the key  to the 
em ploym en t o f  W estern  rea listic  p ic to ria l p ractices in  the D iansh i S tudio  
P ictoria l. T h e  launch  announcem en t o f  the P ictoria l po in ted  o u t th a t the 
d ifference b e tw een  C hinese  and W estern  craftsm ansh ip  lay  in  the  p u rsu it o f 
veracity  (zhen  S l) . W ithou t zh en , C h inese craftsm anship  could  no t fa ith fu lly  and 
visually  rep re sen t cu rren t a ffa irs .186 H ere, zhen  refers to bo th  v isual rea lism  and 
the tru th  o f  new s. T he  D iansh i S tudio  P ic toria l fea tu red  rea lism  and  tru th  in its 
launch an n o u n cem en t and advertisem ent. It c la im ed to have h ired  m aste r 
painters to d ep ic t new s in realistic  details. T he new s w orthy  o f  v isual 
rep resen ta tion  in c lu d ed  im po rtan t cu rren t affairs and events new  to the public .
For exam ple , the advertisem en t fo r the th ird  issue o f  the P ic to ria l announced  that 
the issue  w o u ld  rep resen t the  new s about the trea ty -sign ing  fo llow ing  the 
conclusion  o f  th e  S ino-F rench  W ar in  1884 by  illustra ting  the ‘rea l im ag es’ 
(zhenxiang) o f  the  sign ifican t figures w ho took part in  this e v e n t.187 In the 
E ng lish -C h inese  d ic tionary  pub lished  by  the C om m ercial P ress in 1903, 
zhenxiang  m ean t p o rtra it o r portraitu re , w hich  im plied  v isual and p icto ria l 
m eanings at tha t tim e .188 N ow adays, zhenxiang  refers to the  actual sta te  o f  
affairs, th e  tru th  or the real fa c ts .189 T hrough  the D iansh i S tud io  P ic to ria l's
186 Chen, ‘Wanqingren yanzhong de xixue dongjian’.
187 Chen, ‘Wanqingren yanzhong de xixue dongjian’.
188 Shongwu shuguan Hua Ying zidicin, pp. 193 & 214,
189 Pocket Oxford Chinese Dictionary (Oxford and New York, 2003).
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in terp re ta tion , p ic to ria l rea lism  and tru th  becam e synonym ous under the term s 
zhen  and zhenx iang . So zh en x ia n g , the o rig inal C hinese eq u iva len t o f  portra itu re , 
b roadened  its m ean ings th rough  the  am biguous space b ro u g h t by  the character, 
zhen, w h ich  re fe rred  to b o th  v isual veracity  and social realities. A ccordingly , 
x iezh en , the  in d igenous rea lism  o f  portra itu re , was expanded  to  inc lude  both  
p ic to ria l and  d iscu rsive  prac tices o f  realism .
T h e  rea lis tic  illustra tion  o f  dom estic  and in ternational new s and custom s 
m ade D ia n sh i S tud io  P ic to ria l an ep itom e o f  m odern C hinese  history. A s stud ied  
in  the p rev io u s sec tions, its illustra tors as w ell as its s ign ificance  in the spread  o f  
W estern  p a in tin g  in  C h ina  have attracted  art h is to rian s’ a tten tion . M oreover, its 
illu stra tions, w h ich  w ere rendered  in rea lis tic  details, m ade the P ic to r ia l an 
im portan t so u rce  fo r study ing  the various circum stances in  w h ich  C hina, and  in 
particu la r S hanghai, encoun tered  in  the p rocess o f m o d ern isa tio n .190 T herefore, 
the  w ide p o p u la rity  o f  D iansh i S tudio  P ic to ria l in its day p erh ap s he lped  to 
change C h in ese  p e o p le ’s percep tion  o f realism , in the w ay  tha t it w en t beyond  
m ere  c ra ftsm an sh ip  and becam e a useful too l for b ringing tru th  and  new  
k n ow ledge  to  the  pub lic . A s has already been  stated in the  rea lm  o f  trad itional 
pa in ting , zh en  re fe rred  to the  pu rsu it o f  likeness in C hinese p o rtra itu re  and w as 
associa ted  w ith  p ic to ria l realism , w h ich  w as ra ted  low  on the art hierarchy. 
N evertheless, the  value  o f  zhen  in  the new s m edia  endow ed  C h inese  p ic to ria l 
rea lism  w ith  a new  function  o f en ligh tenm ent, p red icting  the rap id  e levation  o f  
the sign ificance  o f  rea lism  in  the la ter na tional-scale  N ew  C u ltu re  M o v em en t 
w hich  co m m en ced  around  1916 .191
190 For example, Ye, The Dianshizhai Pictorial. Yue, Shanghai and the Edges o f  Empires.
191 Chow Tse-tsung, The May Fourth Movement: Intellectual Revolution in Modern China 
(Stanford, 1967). The May Fourth Movement and The New Culture Movement have often been 
considered as the same movement. On the nuances of these two movements, see Chen Pingyuan, 
Chumo lishi yu jinru Wusi A S H , Touching History and Entering the May
Fourth’ (Beijing, 2005).
I l l
T he D ia n sh i S tud io  P ic toria l served  as X u B e ih o n g ’s f irs t pa in tin g  teacher. 
H e leam t rea lis tic  pa in tin g  skills from  the p ictorial. N onetheless, the en ligh tened  
attitude o f  th e  P ic toria l m ay  also have generated  an im pact on X u  B eihong , 
w hich  m an ifes ted  itse lf  in  his contribu tion  of his illu stra tion  Shi Q ian S tealing  
C hickens  to  the  Sh ish i x inbao  in 1912. T he  Shishi x inbao  w as an  im portan t 
n ew spaper in  the  p ro m o tio n  o f  new  though t in C hina. It ac tive ly  served  as the 
m ed ium  fo r  p ro m o tin g  dem ocracy  by  frequen tly  pub lish ing  the th ink ing  o f 
re fo rm -m in d ed  in tellec tuals. M oreover, it w as am ong the firs t S hanghai-based  
new spapers to  support the  pro-W estern  N ew  C ultu re  M ovem en t by  issu in g  a new  
su p p lem en t en titled  X u ed en g  ‘L igh t o f  L earn in g ’) in  1918 to p u b lish
literary  w orks w ritten  in  the  vernacular, the language s ign ify ing  the  new  era  o f 
dem o cracy .192 B oth  the  D iansh i S tud io  P ic toria l and Sh ish i x inbao  partic ipa ted  
in  the g o lden  age o f  C h inese  jou rn a lism , w hen  the p u b lish ing  o f  jo u rn a ls  in 
C hina w as bu rg eo n in g  and tak ing  on  the m ore serious task  o f  en ligh tenm en t, as 
w as m an ifested  in  w ays such  as exp ressing  unb iased  in fo rm ation , c rea ting  pub lic  
d iscu rsive  space  and  in troducing  g lobal k n o w led g e .193 X u B e ih o n g ’s art learn ing  
w as assoc ia ted  w ith  the new s m edia, in  w hich  pain ting  w as considered  m o d em  
and  in te llec tual, an  in teg ra l part o f  a m odern  c iv ilisation  as in the W est. T hese  
tw o refo rm in g  pub lica tio n s reveal th a t X u  B eihong m ay h av e  perce ived  these 
new  ch arac teristics o f  pa in ting  w hen he w as learn ing  W estern  pain ting  
techniques from  the new s pictorials.
X u B e ih o n g ’s co n tac t w ith  the new s m edia show ed  that befo re  h e  w orked  
fo r the G ao  b ro thers in  1916, he perhaps had  know n them  th rough  th e ir p ic to ria l, 
Z henxiang  huabao  w ith  the E nglish  subtitle , The True R eco rd ,
192 Hu Huaichen, ‘Shanghai xueyi gaiyao (H), ‘An Outline of the Artistic 
Activities in Shanghai (in )’, Shanghai Tongzhiguan qika?i, 1.4 (1934), pp. 1093-1128 (pp. 
1094-1095).
193 Lin Yutang, A History o f  the Press and Public Opinion in China (London, 1937), p. 114.
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w hich  w as p u b lish ed  from  M ay 1912 to M arch  1913. X u B eihong  said  tha t he 
sen t his h o rse  pain tin g  to the Gao bro thers and m ade th e ir acqua in tance  by  doing 
so. H uang  J in g w a n ’s account o f X u B e ih o n g ’s life in Shanghai c la im s tha t the 
G ao b ro th ers  asked  X u B eihong to m ake  a calendar po ste r firs t b efo re  they  h ired  
him . N o n e th e less , X u B eihong  w as re luc tan t and instead handed  in  the 
b ird -an d -flo w er hang ing  sc ro lls .194 S om e o f  the details in these  accounts seem  to 
be co n trad ic to ry  each  o ther and do no t iden tify  the accurate  da te  w hen  X u 
B eihong an d  the G ao bro thers first m e t.195 E ven so, the horse  and the 
b ird -an d -flo w er pain tings that X u  B eih o n g  subm itted  to  the  G ao b ro thers suggest 
that X u B e ih o n g  m ay have recogn ised  the artistic accom plishm ents o f  the G ao 
brothers in  th e ir  an im al, landscape and b ird -and-flow er pain tings th ro u g h  The  
True R eco rd , w h ich  regu larly  pub lished  the w orks o f  the L ingnan  Schoo l in the 
early  1910s.
To e n te r  the S hanghai art w orld, in  w hich  com m ercia l tastes w ere pervasive, 
the G ao b ro th e rs  estab lished  the A esthetic  B ookstore  and pub lish ed  the ir ow n 
p ictorial to p ro m o te  their refo rm ed  sty le  national pain ting  and the ir new  thoughts 
on  art. The True R ecord  c la im ed to be an  advertising  m edium , w h ile  it con tained  
a large am o u n t o f  po litica l new s abou t the new  R epub lican  C h ina  as w ell as 
pho tog raphs o f  s ign ifican t po litica l figures and the ir ac tiv ities, such  as the firs t 
issue w h ich  p u b lish ed  the p icture  o f  Dr. Sun  Y at-sen’s m ourn ing  fo r the  m artyrs 
w ho had d ied  in  the cause  o f dem ocratic  rev o lt.196 In its launch  sta tem ent, The  
True R eco rd  exp la in ed  that its purpose  w as to scru tin ise  R epub lican  po litics, 
exam ine so c ia l s ituations and in troduce  w orldw ide know ledge. In th is way, the
194 Huang, ‘Huiyi Xu Beihong zai Shanghai de yiduan jingli’, p.30.
195 Xu Beihong nicinpu listed a detailed chronology of the works Xu Beihong submitted to the 
Gao brothers. Xu Beihong first handed in four season bird-and-flower handing scrolls in 
November 1915 and the horse painting in January 1916; Gao Qifeng later asked Xu Beihong to 
paint four beauty paintings. Xu and Jin, Xu Beihong nianpu, pp. 9-10.
196 Croizier, A rt and Revolution in Modern China, p. 69. The True Record, 1 (1912).
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pub lica tion  itse lf  w as a ‘true reco rd ’ o f R epub lican  C h in a .197 In add itio n  to 
po litica lly -o rien ted  reports, it a lso  pub lished  seria lised  articles on  pain tin g , such 
as C hen S h u re n ’s X in h u a fa : H uihua  duxishu  : l i t  S e l l ' l l - ,  ‘N ew
Pain ting  M eth o d s: A  G uide to Independen t S tudy’), in w hich  C hen  in troduced  
W estern a rt h is to ry  and pain tin g  sch o o ls .198 W hen  ta lk ing  about the  debates 
around rea lism  and  idea lism  in  the n ineteen th -cen tu ry  W estern  art w orld , C hen  
Shuren h ig h ly  p ra ised  ideal beauty, w hich  w as created  w ith  great rea lis tic  
technique in  th e  landscape  pain tings o f the  B arb izon  School, in  p a rticu la r those  
o f  Jean -B ap tis te -C am ille  C oro t (1 7 9 6 -1 8 7 5 ).199 C hen  S huren  c ited  the 
successfu l co m b in a tio n  o f  poetic  beau ty  and p ictoria l rea lism  in  the  B arb izon  
School to c ritic ise  trad itional C h inese  p a in te rs’ d ism issa l o f  p ic to ria l realism . 
C hen  Shuren  argued  th a t the capacity  fo r realistic  rendering  w as th e  essen tia l 
foundation  o f  b o th  rea lism  and idealism . P ictoria l realism  w as an in teg ra l 
elem ent o f  a good  pain ting . N onetheless, a good pa in ting  shou ld  go b ey o n d  m ere 
ob jective re sem b lan ce  to express the a rtis t’s m oral in teg rity  and sincerity . C hen  
Shuren to o k  the m aking  o f  an ideal fem ale  nude as an exam ple. To reach  an ideal 
nude, the idea lis tic  p a in te r first w ou ld  be d iligen t in life d raw ing , and  then select 
the best parts  o f  d ifferen t m odels to  crea te  an ideal beauty ; w h ile  th e  rea listic  
pain ter w ou ld  d raw  from  a life  m odel in  pa instak ing  rea lis tic  d e ta il and  then 
carefu lly  a rran g e  the  com position  and co lou r to invoke v iew ers’ em o tio n s.200 In 
C hen S h u re n ’s op in ion , the ability  to create  life like renderings o f  rea l scenes and 
objects w as the  essen tia l key  to  reach ing  both  realism  and idealism . A t the sam e 
tim e, w hether in  the  sty le o f  realism  o r idealism , a successfu l art w o rk  had  to
197 ‘Zhenxiang huabao chushi zhi yuanqi’ ‘Statement about the
Launching of The True Record’, The True Record, 1 (1912).
198 For a brief account of Chen Shuren’s article and the role of The True Record in the promotion 
of a new national painting, see Tang, Origins o f  the Chinese Avant-Garde, pp. 16-17.
199 Chen Shuren, ‘Xinhuafa: Huihua duxishu’, The True Record, 5 (1912), pp. 12-14.
200 Chen, ‘Xinhuafa’, The True Record, 6 (1912), pp. 13-17 (pp. 15-16).
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strike a ch o rd  w ith  the  audience. A ccordingly , a good pain ting  h ad  to  reach  both
picto ria l rea lism  and aesthetic  beauty.
As an illu stra ted  m agazine, The True R ecord  fea tu red  im age pub lish ing . It
announced  tha t it w ou ld  pub lish  seven kinds o f pa in ting , inc lud ing  fine  art,
history, sa tire , cu rren t affairs and three k inds o f  xiezhen  pain ting : cu rren t affairs,
geography  and  h isto rica l sites. C urren t affairs x iezhen  p a in ting  reco rded
im po rtan t na tional events w ith  photography; geography x iezh en  p a in ting
rendered  p laces  o f  m ilitary  sign ificance in  great detail; h isto rica l site  xiezhen
pain ting  aim ed  to p reserve  the national heritage by  fa ith fu lly  illu stra tin g  the
201zhenx iang  o f  these h isto rica l p laces. The True R ecord  b roadened  the usages o f 
xiezhen  in  b o th  its sub jec t m atter and its function. X iezh en , the o rig ina lly  
C hinese term  synonym ous w ith  portra itu re , was expanded  to  inc lude  such 
ca tegories as landscapes and curren t affairs. M oreover, its functions w ere 
b roadened  fro m  reproducing  realistic  renderings o f the po rtray ed  to  bearing  
social and  h isto rica l responsib ilities. M oreover, xiezhen  w as p erce iv ed  as be ing  
c losely  asso c ia ted  w ith  pho tog raphy  by  The True R ecord, as the  d ifference 
betw een  cu rren t affairs pain ting  and cu rren t affairs x iezhen  p a in tin g  lay  in the 
use o f  pho to g rap h y .202 It is obvious th a t pho tography  had  exerted  an in fluence 
on  the C h in ese  percep tion  o f  x iezhen  rheto rica lly  and visually.
The True R ecord  b roadened  the defin ition  o f x iezh en  b eyond  its o rig inal 
v isual sp h ere  b y  m ak ing  a rheto rica l connection  betw een  x iezh en  and  zhenxiang. 
Z hen  w as the  charac ter shared  by  the tw o term s and in turn crea ted  som e 
am biguous space  in  w hich  they  could  in ter-react. The True R eco rd  rendered  its 
C h inese title  Z henxiang  in to  ‘true  reco rd ’ . In  the E n g lish -C h in ese  d ic tionary  of 
1903, ‘tru e ’ w as transla ted  as zhensh i ( H f f )  or chengshi ‘tru th ’ as
201 The True Record, 1 (1912).
202 The True Record, 1 (1912).
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zhenshi ( j f t l l f ) o r zh en li (J^-fi.).203 A ccordingly , zhenx iang  had  an  em phasis  on 
the fa ith fu l re p o rt or reco rd  o f  new s ra th er than  p ic to ria l rea lism  fo r T he True 
Record. A ctually , the defin itions o f zhenxiang  w ere varied  in The True Record. 
B esides m ean in g  the  true  record  im plied  by  the p ic to ria l’s title, zh en x ia n g  in  the 
launch  an n o u n cem en t w as used  to refer to  p ictorial v erisim ilitude  and  
soc io -po litica l rea lities. T he  launch  announcem ent drew  on the s to ry  o f  the 
E ng lish  p o litic a l lead er O liver C rom w ell (1599-1658) to  stress the  im portance  o f 
a good lik en ess  in portraitu re . T he announcem ent transla ted  C ro m w ell’s say ing  
‘pain t m e as I a m ’ in to  hu iw u  zhenxiang  ($# n 'I f - l l j ) ,  em phasising  th a t a good 
likeness sh o u ld  take  pains to  include even  the im perfect parts o f  the portrayed . 
T his story  o f  C ro m w ell w as cited  to p ro jec t the goal o f  The True R eco rd , w hich  
w as to rep o rt w ith  to ta l honesty  the rea lities o f the governm en t.204
The True R eco rd  fea tu red  current affairs reports and realistic  illustra tions 
and w as issu ed  at in tervals  o f  ten days. Its form at w as apparen tly  m odelled  on 
the D ian sh i S tud io  P ic toria l. By com parison , the D iansh i S tud io  P ic to ria l 
perce ived  zh en x ia n g  la rgely  in its o rig inal p ic to ria l rea lm  and ex p an d ed  its 
conno ta tions from  th e  socio-political perspective; w hile  The True R ecord  fu rther 
transfo rm ed  zh enx iang  to  denote po litical, social and h isto rica l rea lities. F ro m  
the D ia nsh i S tud io  P ic to ria l to The True R ecord , this d eve lop ing  s ty le  revealed  
the tra jec to ry  o f  C h in ese  perception  and appreciation  o f  this ind igenous realism . 
X iezhen  rem ain ed  as p ic to ria l realism  w h ile  zhenxiang  g radually  ex tended  to 
reflec t soc ia l rea lities. In  the d iversification  o f the m eanings o f  the  C hinese 
p o rtra itu re  te rm s, zhenx iang  and xiezhen, pain ting  becam e in creasin g ly  invo lved  
in social re fo rm  and cu ltu re  building; and  p ictorial rea lism  w as th e  key  to the
203 Shangwu shuguan Hua Ying zidian, pp. 310-311.
204 Ying Bo ‘Fakanci’ ftFJIif. ‘The Launch Announcement’, The True Record, 1 (1912), 
pp. 4-6.
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em b o d im en t o f  p a in tin g ’s new  functions.
T he v a lu e  and  im portance  o f  ind igenous rea lism  w as fu rther e levated  by 
K ang  Y ouw ei, w ho s tud ied  C hinese rea lism  on a w orld  scale. K ang  Y ouw ei was 
a p restig ious re fo rm -m inded  Q ing officer, w ho w as trusted  by  the  Q ing  em peror 
G uangxu  1874-1907) to  institu te  rad ical reform s in  1898, know n  as the
‘H undred  D a y s’ R e fo rm ’. T his refo rm  m ovem ent a im ed to streng then  and 
m odern ise  C hina , and  therefore  it called  fo r changes in several aspects o f  Q ing  
life  and governm en t, inc lud ing  the exam ination  system , education , the arm ed  
forces, co m m erce  and  industry .205 N evertheless, the national refo rm  m ovem ent 
only  su rv ived  fo r less than  one hundred  days, be tw een  June and S ep tem ber 1898, 
and w as th en  suppressed  by  the conservative  E m press D ow ager C ix i (M ill ,  
1835-1908). K ang  Y ouw ei w as fo rced  to  escape from  B eijing  and lived  in  exile  
overseas a fte r the  im peria l Q ing w as overthrow n in  1912. F rom  1904, K ang 
Y ouw ei trav e lled  to  E urope  to study W estern governm enta l system s along  w ith  
h isto ry  an d  cu lture . H e firs t p lanned  to  pub lish  h is travels in eleven  E uropean  
countries -  Italy, S w itzerland , A ustria , H ungary, G erm any, F rance , D enm ark , 
Sw eden, B elg iu m , H o lland  and  B ritain , although he only  actually  fin ished  
w riting  ab o u t his travels in Ita ly  and F rance  and pub lish ed  them  respec tive ly  in 
1905 and 1907.206 D uring  his travels in  Italy, K ang Y ouw ei paid  num erous visits 
to m useum s and  galleries. H e  gave h ig h  p raise  to the  conv inc ing  verisim ilitude  
in  R ap h ae l’s pain tings. H e  also conducted  a com parative  analysis o f  the 
d eve lopm en t o f  C h inese  and W estern art and asserted  th a t the W est’s rea listic
205 Charlotte Furth, ‘Intellectual Change: From the Reform Movement to the May Fourth 
Movement, 1895-1920’, in Merle Goldman and Leo Qu-fan Lee eds, An Intellectual H istoiy o f  
Modern China (Massachusetts, 2002), pp. 13-96. An detailed account of the 1898 Reform 
Movement by Kang Youwei himself, see Liang Qichao, Kang Youwei zhuan ‘A
Biography of Kang Youwei’ (Beijing, 2004), pp. 132-170.
205 Zhong, ‘Xunzhao zhenli de Kang Youwei’.
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sty le o rig in a ted  in  C h inese  S ong pa in ting  (960-1279).207 T h is assertio n  o f  the 
superio rity  o f  S ong  pain tin g  w as con tinuously  elucidated  in the  ca ta lo g u e  o f  
K ang Y ou w ei’s considerab le  co llec tion  o f  C h inese pain tings, w h ich  w as 
pub lished  in  19 1 7 .208 K ang Y ouw ei’s v iew s on  art w ere m ostly  d e lin ea ted  in  the 
above-m en tioned  pub lica tions and they  m ade  a profound im pac t on  X u B eihong  
w hen  he b ecam e  acquain ted  w ith  K ang Y ouw ei in Shanghai in  1916.
X u B e ih o n g  subm itted  his po rtra it o f C angjie  (^TnllX said  to  b e  the inven to r 
o f  the C h in ese  w riting  system , fo r the new  C angsheng  m ingzh i U n iv ersity  C t tH  
o ften  abbrev iated  as C angsheng  U niversity ), w hich  w as estab lished  in 
1916, and w h ich  so lic ited  a p o rtra it o f  C ang jie  as the concrete  p resen ta tio n  o f  its 
title. A cco rd in g  to H uang  J in g w an ’s record , X u B eihong dep ic ted  C ang jie  as a 
m an w ith  a lo n g  beard  and fou r eyes, w hose shou lder was co v ered  w ith  leaves 
(Fig. 73) 209 A n  illu stra tion  o f  C angjie  w as attached at the top o f  the 
an nouncem en t o f  a charity  party  held  by  the  C angsheng  U n iv ersity  in  the 
Shenbao  in  1917. It appeared  to  be  a p rin ted  copy o f  X u B e ih o n g ’s o rig inal w ork, 
w hich  p erh ap s b ecam e the em blem  o f  the U niversity  (Fig. 74). X u B e ih o n g ’s 
p o rtra it o f  C ang jie  w as approved  o f  by  d irec to r o f the U niversity , Ji Juem i 0SE1J! 
jjff) and, as a consequence , the artis t w as inv ited  to live in the H ard o o n  garden, 
the lo ca tio n  o f  C angsheng  U niversity , as an artist-in -residence  to  c rea te  m ore  
portra its o f  C an g jie  and to  teach  pain ting  at the U niversity, w h ere  h e  got 
acquain ted  w ith  K ang  Y ouw ei.210
C ang sh en g  U niversity  w as sponsored  by  the Jew ish  m erch an t H atong  (Itp |r], 
S ilas A aron  H ardoon , 1849-1931). H ardoon  w as an opium  d ea le r and  en joyed
207 Kang Youwei, ‘Ouzhou shiyiguo youji liangzhong’ ‘Travelogue of
Two of the Eleven Visited European Countries’, in Zhong, Zouxicmg shijie congshu ~ Kang 
Youwei: Ouzhou shiyiguo youji liangzhong; Liang Qichao: Xindalu youji j i  qita; Qiandanshili: 
Guimao luxingji, guiqianji, pp. 49-348.
208 Kang, ‘Wanmu caotang canghuamu’.
209 Huang, ‘Huiyi Xu Beihong zai Shanghai de yiduan jingli’, p. 32,
210 Xu and Jin, Xu Beihong nianpu, pp. 11-13.
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high  social sta tus in  S hanghai by  constructing  the luxu rious A sian -sty le  H ardoon  
garden, w h ere  he estab lished  C angsheng  U niversity , the  L earn ed  S oc ie ty  o f  
G uangcang  (G uangcang  xu eh u i and pub lish ed  Yishu congb ian  ( I I M
WiWu ‘A it  M isce llan y ’) and X ueshu  congb ian  ‘L earn ed  M isce llan y ’),
w ith  the a im  o f  p ro m o tin g  trad itional C hinese lea rn ing .211 T his am bitious 
cultural p ro je c t a ttracted  several fam ous in tellectuals and  co llec to rs w hose  great 
learn ing  in  trad itiona l C h inese  cu lture  w as acknow ledged  and  w ho fe lt strongly  
nostalg ic  fo r  the  co llapsed  im peria l Q ing, such as L uo  Z henyu  ( H |) g 3 i } 
1866-1940), W ang G uow ei 1877-1929) and K ang  Y ouw ei, etc. T hese
m en w ere en th usiastic  abou t the study and co llec tion  o f  antiques. T h e  H ardoon  
garden  co llec ted  hundreds o f  ancien t to rto ise  shells .212 It also ac tiv e ly  purchased  
antiques and  b ecam e a d istribu tion  centre for ancien t books in  S h anghai.213 In 
addition  to  K ang  Y ouw ei, X u B eihong m ust have becom e acquain ted  w ith  o ther 
learned  in te llec tua ls  during  his residence there and m ust have had  access to  the 
considerab le  co llec tion  o f  antiques in  the garden. A s H uang  J in g w an  recalled , Xu 
B eihong  w as busy  v iew ing  and copy ing  all k inds o f artw orks after h e  m oved  to 
the H ardoon  garden. H is pain ting  and callig raphy  thus m ade im pressive  
p rog ress.214 K ang  Y ouw ei’s prom otion  o f  the pow erfu l s te le  callig raphy , along 
w ith  the o th e r in te llec tu a ls’ in terest in  epigraphy, m ade X u  B e ih o n g  in trigued  
w ith  the  id ea  o f  crea ting  his ow n callig raph ic  sty le  based  on the m o d e  o f  stele 
in sc rip tio n s.215 B esides the in tellectuals w ho gathered  there  and th e  various
211 Shen Ji fJufy,, Shanghai daban: Hatong waizhuan : 'The Shanghai
Chairman: An Anecdotal Biography of Hardoon’ (Shanghai, 2002), pp. 431-439. On the 
architecture of the Hardoon garden, see Yue, Shanghai and the Edges o f  Empires, pp. 151-153.
212 Li Enji Ailiyuan mengyinglu I B 1 > ‘An Account of the Phantom Aili
Garden’ (Beijing, 1984), p. 278.
213 Li, Ailiyuan mengyinglu, p. 98.
214 Huang, ‘Huiyi Xu Beihong zai Shanghai de yiduan jingli’, p.33.
215 On Kang Youwei’s view on traditional Chinese calligraphy in terms of nationalism, see Fu 
Heyuan o'jS, ‘Kang Youwei Guangyizhou shuangji de meixue sixiang’ fjfUTlC )
‘Kang Youwei’s Aesthetic Thoughts in Guangyizhou shuangji’, Wenshizhe
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activities in  th e  fie ld  o f  an tique studies, artists such as G ao Jianfu  and  the 
w ell-know n trad itio n a l p a in te r H uang  B inhong  (StllCilll, 1864-1955 ) also jo in ed  
K ang Y ouw ei and  D en g  S h i (sf[5 J f  1876-1951), the fo u n d er o f  the G uocui 
xuebao  ‘N ational E ssence Jo u rn a l’, 1905-1911), to organ ise  the
Society  fo r A rt A pprec ia tion  (Yishu guanshanghu i l l f f t j f l l f t 'l t ') -  T hey  gathered 
m onthly  in  th e  H ardoon  garden  to v iew  m aste ip ieces o f C h inese  a il.216 X u 
B eihong m ay  no t h av e  becom e c lose  to those  fam ous artists and  in tellectuals 
(except fo r K an g  Y ouw ei) a t that tim e. H ow ever, by m eans o f  his friendsh ip  w ith 
K ang Y ouw ei, X u B eihong  developed  a re la tive ly  com prehensive  know ledge o f 
the h isto ry  o f  C h inese  pain ting . X u B e ih o n g ’s sk ill in realistic  po rtra itu re  
brough t h im  p rec io u s opportun ities to v iew  the considerab le  an tique  co llec tion  in 
the H ardoon  garden  and K ang  Y ouw ei’s C hinese pain ting  co llec tion , involv ing  
h im se lf in  trad itiona lly  h ighbrow  cu ltu ral activ ities. H is experience  in the 
H ardoon g ard en  and h is associa tion  w ith  the in tellectuals o f  g rea t learn ing  in 
traditional C h in ese  cu ltu re  paved  the w ay  fo r X u B e ih o n g ’s la te r adherence  to 
realism  and  fo r  h is p ro jec tion  o f an am bitious cultural iden tity  as a m odern  and 
reform ed C h in ese  ink  painter.
X u B e ih o n g  attracted  K ang  Y ouw ei’s atten tion  by v irtue  o f  his skill in 
portrait p a in ting . In  add ition  to the afo rem entioned  portra it o f  K ang  Y ouw ei and 
his fam ily  in  ce leb ra tion  o f K an g ’s s ix tie th  birthday, X u B eihong  also  m ade a 
portrait o f  K a n g ’s deceased  w ife  based  on photographs o f  her. K ang Y ouw ei 
once p u b lic ly  p ra ised  X u B eihong  as a pa in ter o f  genius and  cla im ed  his sk ill in 
life-d raw ing  w as m iracu lo u s.217 X u  B eihong  recalled  how  K ang  Y ouw ei held  a 
form al ce rem o n y  to announce h im  as a pupil. T hey o ften  exchanged  view s on
1 (1997), pp. 93-97.
216 Jian, ‘Geming huajia Gao Jianfu’, p.88.
217 Xu and Jin, Xu Beihong nianpu, p. 14.
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C hinese pa in tin g , and  K ang  Y ouw ei’s va lu ing  o f S ong p a in tin g  and  d ism issa l o f 
the Q ing F o u r W angs w ere  am ong the m ost penetra ting  op in ions on  the
0 1J2
develo p m en t o f  C h inese  pain ting , as fa r as X u B eihong w as concerned .
K ang  Y ouw ei argued  th a t the sim plified  and rough sty le  o f  lite ra ti pain ting , 
w hich  w as ep ito m ised  in the  w orks o f  the Q ing F o u r W angs -  W ang  S h im in  (fE  
1592“ 1680), W ang Jian  ( £ £ £ ,  1598-1677), W ang Y uanqi (E E J lf  P, 
1642-1715), and  W ang H ui (z E U , 1632-1717), w as the key  to th e  reg ressio n  o f 
C h inese p a in tin g  in  m odern  tim es.219 In the opening  o f  the 1917 ca ta logue o f  his 
C h inese p a in tin g  co llec tion , K ang Y ouw ei started  by fo rm ula ting  h is vers io n  o f  
the deve lo p m en t o f  C h inese  pain ting  w ith  an assertion  th a t “O f late C h inese  
pain ting  has been  at its w orst because its pain ting  theory  w as e rro n eo u s” .220 
K ang  Y ouw ei a ttribu ted  the erroneous theo ry  to the aesthetics o f  lite ra ti pain ting , 
w hose pa in te rs  tu rn ed  the ir backs on natu re  in pu rsu it o f  ca llig raph ic  and  
exp ressive  b ru sh w o rk  in  the ir paintings. T hey  dom inated  the C hinese  art w orld  
from  the Y uan d y n asty  (1271-1368) onw ards. T h e  aesthetics o f  literati pain ting , 
w hich m an ifested  itse lf  in  the abstract tendencies in the pain tings, reach ed  its 
apogee in  the  F o u r W angs and could be traced  back  to the T ang p o e t W ang W ei 
(zE$£, ca  701 -7 6 1 ), w ho in fused  Z en B uddh ism  in to  his c rea tions.221 A lthough  
the Yuan dy n asty  w itnessed  the em ergence o f  literati pa in ting , K ang  Y ouw ei 
approved  o f  it because  it crea ted  a new  pain ting  sty le w hen  the rea lis tic  sty le 
reached  its p e rfec tio n  in S ong pain ting . In  K ang Y ouw ei’s op in ions, the 
p re ference  o f  the  Y uan pain ters  fo r the  m ood  o f a pain ting  ra th er than  fo rm
218 Xu, ‘Beihong zishu’, pp. 9-10.
219 On Kang Youwei’s view of Chinese and Western painting, see Lawrence Wu, ‘Kang Youwei 
and the Westernization of Modern Chinese Art’, Orientations, 21.3 (1990), pp. 46-53, Jiang 
Yinghe '/IltM, ‘He Zhongxi wei dajia -  Kang Youwei de guohua biangeguan’ f f  -  
i k T f ^ i s  fIL ‘Integrating Chinese and Western Painting to Create a Great New Chinese 
Painting -  Kang Youwei’s View on Chinese Painting Reform’, Zhongshan daxue xuebao
5 (2001), pp. 106-111.
220 Kang, ‘Wanmu caotang canghuamu’, p. 93.
221 Kang, ‘Wanmu caotang canghuamu’, p. 93.
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likeness w as o rig inally  creative. T he erro r was m ade by the ir successors in  the ir 
b lind  adherence  to the conven tions o f  literati pain ting  w ith o u t re fo rm .222 K ang  
Y ouw ei in d ica ted  that the  aesthetics and practices o f  literati pa in tin g  w ere 
leg itim ised  as the  o rthodoxy  o f  C h inese  pain ting  in the  hands o f  W en Z hengm ing  
1470-1559) and D ong  Q ichang  1555-1636). W h ile  they
d ism issed  th e  p ro fessional p a in te rs’ substan tia l renderings and va lued  the 
am ateur l ite ra ti’s sym bolic  b rushw ork , the ir W estern coun terpart, R aphael, w as 
rep lac ing  the  go lden  and  stiff sty le o f  relig ious pain ting  by  life -d raw in g  and  oil 
pain ting . T h ese  tw o synchron ic  phenom ena reversed  the stand ing  o f  C h inese  and 
W estern pain ting . K ang  Y ouw ei concluded , “The W estern  p a in tin g  sought 
veris im ilitu d e  {zhen) w h ile  ours d ism issed  it; evolving ag a inst the  trend, C h inese  
pain ting  thus end  up in reg ressio n ” .223 T he Q ing F o u r W angs rep resen ted  the  
cu lm in a tio n  o f  the tra jec to ry  o f  C h inese  literati pain ting  deve lo p m en t from  the 
Y uan d ynasty  to  m o d em  tim es. T he ir la ter generations le a m t pa in ting  on ly  by  
im ita ting  th e  p rev ious w orks w ith  sim plified  brushw ork. In K ang  Y ouw ei’s eyes, 
C h inese p a in tin g  w as at its w orst in  the Q ing dynasty. H e w arned  th a t i f  C h inese  
pain ters co n tin u ed  to be conservative, fo llow ing  the conven tions and  deny ing  
substan tia l renderings, C h inese  pain tin g  w ould  becom e ex tinct. To rescue 
C h inese  p a in tin g , K ang Y ouw ei p roposed  the in teg ration  o f  C h inese  and W estern  
pain ting  to c rea te  a new  era  o f  C h inese pain ting ,224
K ang Y ou w ei’s op in ions on p resen t-day  C hinese pain ting , such  as h is v iew  
th a t C h inese  pain tin g  w as at its w orst as a result o f  trad itiona lism  (shou jiu  tF H ) ,  
an ti-verisim ilitude  and  a d ism issa l o f  p rofessional pain ters, w ere  inherited  b y  X u 
B eihong  in  h is  article, ‘M ethods fo r the Im provem ent o f  C h inese  P a in tin g ’, first
222 Kang, ‘Ouzhou shiyiguo youji liangzhong’, pp. 105-106.
223 Kang, ‘Ouzhou shiyiguo youji liangzhong’, pp. 133-134.
224 Kang, ‘Wanmu caotang canghuamu, p. 120.
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pub lished  in  th e  U niversity  D a ily  (B e ijing  daxue rikan  H  Ttj) on  23
o o c  i » » »
M ay 1918. T h is ai'ticle w as o rig inally  a lecture  w hich  X u B e ih o n g  delivered  
to the B e ijin g  U n iversity  P ain ting  R esearch  Society, w here  X u  tau g h t pa in ting  
betw een  1918 and 1919. X u B eihong  began  the artic le  w ith  h is critic ism  o f  
p resen t-day  C h in ese  pain ting , say ing  th a t “T he decline o f  C h inese  p a in tin g  has 
reached  its n ad ir” . A nd  ‘trad itio n a lism ’ {shoujiu) in  the C h inese  art w orld  w as 
responsib le  fo r the decline. To refo rm  C hinese pain ting , X u B eihong  advocated 
“keep ing  w h a t is good  in  trad itional C h inese pain ting , con tinu ing  w hat is 
abandoned  [in p resen t-day  C hinese pain ting], rec tify ing  w hat is bad, refo rm ing  
w hat is im perfec t, and  adop ting  w hat is appropriate  fo r C h in a  in  W estern  
pain ting” .226 X u  B e ih o n g ’s op in ions on  the m odern  C hinese pa in ting  situation, 
its p ro b lem s and  rem edies, shared  a g reat s im ilarity  w ith  K ang  Y ouw ei’s. E ven 
the term s X u  B eih o n g  used  in  the article w ere d irectly  bo rro w ed  from  those  in 
K ang Y o u w e i’s w ritings.
To rec tify  C h inese  pain ting , w h ich  had  gone astray  as a resu lt o f  its 
trad itio n a lism  and its d ism issal o f  p ro fessional p a in te rs’ sta tus and craftsm anship , 
K ang Y ouw ei p rescribed  S ong pain ting , w hich  m odelled  pa in ted  im ages on real 
scenes an d  ob jects in  order to seek  p ic to ria l verisim ilitude. K ang  Y ouw ei referred  
to the rea lis tic  S ong  pain tings as o ils, such  as those by  Yi Y uanji Zhao
Y ongnian and Su H anchen  (Figs 75-76). T h e ir w orks w ere
carried  o u t w ith  fine  b rushw ork , de licate  co lour and  p a in stak ing  care. K ang 
Y ouw ei c la im ed  tha t the w o rld ’s firs t o il pa in ting  trad ition  o rig in a ted  w ith 
C hinese S o n g  pain ting . M arco  P o lo  (1254-1324) took  S ong p a in tin g  back  to 
Italy  and  th u s  u shered  in  the h igh ly -developed  v erisim ilitude  in  R ap h ae l’s oil
225 Xu Beihong’s ‘Methods for the Improvement of Chinese Painting’ was first published in the 
University D aily , Later it was re-published in the first issue of Huixue zazhi ‘Painting 
Miscellany’), the University’s art journal.
226 Xu, ‘Zhongguohua gailiang zhi fangfa’, p. 39. Fong, Between Two Cultures, p. 90.
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pain tings. In  h is travels in  Italy, K ang  Y ouw ei cam e to  the  conclusion  th a t 
C h inese  p a in tin g  w as on the h ighest rung  o f  the w orld  art ladder befo re  the 
fifteen th  cen tu ry  and  tha t S ong pain ting  w as the w o rld ’s best. T h e  w atershed  
m om en t o f  the  reversa l o f  the standing o f  C hinese and  W estern  p a in tin g  occurred  
in  the fifteen th  cen tu ry  w hen  R aphael invented  the  life -d raw ing  techn ique and 
deve loped  the  C h inese-derived  techn ique o f  oil p a in ting .228
K an g  Y ouw ei s trived  to see as m any o f  R ap h ae l’s w orks as he  could  w hen  
he trav e lled  in  Italy. H e c la im ed  that R aphael invented  E u ro p ean  oil pain ting , 
w hich  w as im ported  fro m  C hina. M oreover, R aphael w as th e  first in  the W est to 
m odel p a in ted  im ages on real scenes and objects so tha t he  crea ted  superb  
ve risim ilitude  in  h is p a in tings.229 K ang  Y ouw ei’s adm ira tion  fo r R aphae l w as so 
great th a t he  crea ted  eigh t poem s to pay hom age to R ap h ae l’s artistic  
acco m p lish m en ts .230 In these  poem s, K ang  Y ouwei stressed  again  the sup rem e 
veris im ilitu d e  ach ieved  by  R aphael in  his w orks. V erisim ilitude (zhen) w as the 
key  to R a p h a e l’s great ach ievem ents and to the superio rity  o f  W estern  pain ting  
over C h in ese  in  m o d em  tim es. K ang Youw ei argued th a t befo re  R aphael, 
W estern  a rt w orld  had  b een  filled  w ith  so lem n and s tiff  re lig ious pain ting  in  the 
sty le o f  C h in a ’s B uddha  and  bodhisattvas im ages, w hereas C h inese  S ong 
pain tin g  had  w itn essed  the efflo rescence  o f realistic  pa in ting  in  various subjects, 
such  as lan d scap e  and b ird -and -flow er scenes. In add ition  to W estern  pain ting , 
K ang  Y ouw ei also com pared  S ong pain tin g  to A rabic, T urk ish , P ersian  and 
Ind ian  pa in tin g . H e thus asserted  that C hinese pain ting  w as the w o rld ’s best 
befo re  lite ra ti pa in tin g  w as leg itim ised  as o rthodox in  C h ina  in  the fifteen th
227 Kang, ‘Wanmu caotang canghuamu’, p, 94.
228 Kang, ‘Ouzhou shiyiguo youji liangzhong’, pp. 133-134.
229 Kang, ‘Ouzhou shiyiguo youji liangzhong’, pp. 97 & 133.
230 Kang, ‘Ouzhou shiyiguo youji liangzhong’, p. 137.
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century .231 To resto re  the suprem e sta tu s o f  C hinese pa in ting  in  the  w orld , K ang 
Y ouw ei la id  new  stress on form -likeness in  painting . M oreover, he  argued  that 
literati p a in tin g  sh o u ld  be replaced b y  the ra led -line  pa in ting  (jiehua  ^ H )  and 
the acad em y  sty le  as the  orthodoxy o f  C hinese  pain ting  232
K ang  Y o u w ei’s h igh  esteem  fo r S ong  pain ting  was also  inherited  by  X u 
B eihong  in  h is  artic le , ‘C om m ents on  th e  P ain ting  and C allig raphy  C o llec tion  in  
the W enhua P a la c e ’, pub lished  in the U niversity  D a ily  on 20 and  21 M ay  
19 1 8.233 T h is a rtic le  w as orig inally  a ta lk  w hich  X u B eihong  had  addressed  to 
the m em bers o f  the B eijing  U niversity  P ain ting  R esearch  Society , w hen  they 
pa id  a v is it to  the In stitu te  for E xh ib iting  A ntiqu ities (G uw u chen liesuo
lo ca ted  in s id e  the Forbidden C ity .234 Its exh ib ition  spaces com prised  
several h a lls  such  as the W enhua and W uying  ( j S ^ )  palaces, in w hich  
sign ifican t im p eria l affairs used to tak e  place. The Institu te  w as the  firs t art 
m useum  in  C hina. It opened  to the p u b lic  in 1914 and ex h ib ited  p a rt o f  the 
im perial co llec tio n  from  the previous Q ing  dynasty .235 X u B e ih o n g ’s com m ents 
on the ex h ib ited  w o rk s prov ide a g lim p se  into his percep tion  o f  trad itional 
C hinese pa in tin g , w h ich  convey the ex ten t o f  K ang Y ouw ei’s in fluence  on him . 
A t th e  b eg in n in g  o f the article, X u B eihong elucidates the function ,
im portance  and  s ta tu s o f  art and C h inese  painting . H e argues:
E ach  na tion , desp ite  its o rig in  from  tribes, has es tab lish ed  
m useum s in  m etropo litan  areas and  large cities to  fac ilita te  its 
dev e lo p m en t o f  civ ilisation . It is especially  valuab le  to  have  
na tio n a l treasures on display to  arouse the feelings o f  adm ira tion  
in la te r genera tions and to investiga te  the traces o f  evo lu tion . It is
231 Kang, ‘Ouzhou shiyiguo youji liangzhong’, pp. 133-134.
232 Kang, ‘Wanrnu caotang canghuamu’, pp. 93-94.
233 For a republished version, see Xu, Ting Wenhuadian suocang shuhua’.
234 Beijing daxue rikan, 10 May 1918.
235 Duan Yong ‘Guwu chenliesuo de xingshuai jiqi lishi diwei shuping’ ffrlFjPi-
, ‘Development of the Institute for Exhibiting Antiquities and its Social 
Status’, Gugong bowuyuan yuankan 5 (2004), pp. 12-37.
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only  w e the C h in ese  w ho do no t have [m useum s]. W h a t a p ity! To 
ou r n a tion  as th e  represen ta tive  o f  O rien tal art, [this dem onstra tes] 
our decline. A lso , the cu ltural relics and ritual vessels le f t b y  our 
fo rebears are th e  treasured  objects tha t are the ev idence  o f  our 
h is to ry  and  th e  em bodim ent o f ou r national sp irit .. .  W e are 
d is tin c tiv e  as an ancien t country, a country  w ith  an  ancien t 
c iv ilisa tion , an d  by the fifteen th  century, our p a in ting  w as the 
w o rld ’s best.
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X u B e ih o n g  inherited  K ang  Y ouw ei’s h igh  p raise  fo r C h inese  p a in tin g  befo re  the 
fifteen th  century. L a te r  in  the article, X u B eihong  com m ents on specific  
exh ib ited  w orks, and  m any  he considered  the finest w ere the w orks e ither o f 
S ong d y nasty  or o f  the  realistic  style, such  as the pain tings o f  the S ong  pain ters, 
L in  Z h u an g  ( W # ) ,  Z hao D anian  Z hao Z iang  O H f-pIp); the realistic
b ird  p a in tings o f  H u an g  Q uan (Hf-i^) and  X u X i ( f ^ B )  o f  the  F iv e  D ynasties 
(907-979), the p e rio d  before  the Song; and those o f  the  Q ing  cou rt p a in te rs, such 
as X u Y ang ( f £ M )  and  L ang Shining. X u B eihong  w as im pressed  by  the  fine 
b ru sh w o rk  and  rea lis tic  renderings in the  b ird -and -flow er pain tin g s o f  the 
above-m en tioned  p a in te rs , dem onstrating  the ir keen  o b serva tiona l sk ill as w ell. 
W hen  rem ark in g  o n  L in  Z h u an g ’s b ird -and -flow er painting, X u B eihong  fe lt 
adm ira tion  fo r the painstak in g ly  carefu l renderings o f  the S ong  pa in te rs and their 
m astery  in  strik ing  a b a lance  betw een  rea listic  dep ic tion  and p oetic  beau ty  (Fig. 
77). As reg ard s L ang  S h illin g ’s W hite H a w k  and  G lossy G anoderm a, X u 
B eihong  ap p ro v ed  o f  the refined  and rea listic  renderings as w ell as the
236 Xu, ‘Ping Wenhuadian suocang shuhua’, p. 31. This English translation is quoted from 
Cheng-hua Wang, ‘Rediscovering Song Painting for the Nation: Artistic Discursive Practice in 
Early Twentieth-Century China’, pp. 1-34 (p. 1) (forthcoming).
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in teg ra tio n  o f  W estern  pa in ting  prac tices and C hinese m ateria ls in  h is  pain tings 
(Fig. 64). N onetheless, X u B eihong  fe lt reg re t that L ang S h in ing  d id  no t 
in troduce  R a p h a e l’s accom plishm ents to C hina. X u B e ih o n g ’s v iew s on S ong 
pain tin g  and  L ang  S h in ing  dem onstra ted  the p ro found  in fluence  o f  K ang Youwei. 
T h e  w ay  o f  e luc id a tin g  C hinese pain ting  developm ent w hich  is seen  th rough  
com m en tin g  on  specific  w orks in  K ang  Y ouw ei’s 1917 ca ta logue appears to have 
been  fo llo w ed  b y  X u  B eihong  in h is lec tu re  on the W enhua p a lace  co llection . By 
com parison , X u  B e ih o n g ’s op in ions w ere m ore neutral as a p ro fessiona l artist.
H e did  n o t re fe r to the rea listic  S ong  pain ting  as oil pa in ting . W hen  com m enting  
on  a w ork , X u  B eihong  w ould  give a detailed  account o f  its com position , colour, 
b ru sh w o rk  and  style. Take the exam ple  o f  L ang  Shining: K ang  Y ouw ei drew  on 
Ja p a n ’s h ig h  respec t fo r h im  to advocate  that C hinese pain ting  shou ld  learn  from  
the W est, w h ile  X u  B eihong  po in ted  out L ang  S h illing’s m aste ry  o f  rea listic  
rendering  as w ell as h is lack  o f  poetic  dep iction .237 M oreover, X u B eihong  
approved  o f  the  craftsm ansh ip  o f  ru led-line  pain ting, w hich  K ang  Y ouw ei 
advocated  leg itim isin g  as o rthodox , b u t he also critic ised  the fac t th a t its spatial 
co ncep tion  w as no t p rec ise , as a resu lt o f  its tw o-d im ensional d ep ic tion  238 K ang 
Y ouw ei app aren tly  appreciated  art from  a po litical po in t o f  view , u sing  art as the 
veh icle  to  p ro p ag a te  his aspirations to un iversalise C onfucian ism . T he Song 
dynasty  w itn essed  the efflo rescence o f  C onfucianism . A s a consequence , K ang 
Y ouw ei’s assertio n  o f  S ong pa in ting  as the orig in  o f  the  w o rld ’s o il pa in tin g  and 
as a g lobal sup rem e fo rm  o f  art appeared  to support his advocacy  o f  the 
un iversa lised  value  o f  the  C hinese in tellec tual trad ition  o f  C o n fu c ian ism .239
X u B e ih o n g ’s com m ents on the exh ib ition  o f the im peria l co llec tion
237 Kang, ‘Wanmu caotang canghuamu’, p. 120. Xu, ‘Ping Wenhuadian suocang shuhua’, p. 35.
238 Xu, ‘Zhongguohua gailiang zhi fangfa’, p 43.
239 Wang, ‘Rediscovering Song Painting for the Nation’, p. 7.
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d em onstra ted  K ang  Y ouw ei’s in fluence  on  h im  regard ing  th e  red iscovery  o f  the 
value o f  S o n g  pain ting , and o f  C hinese ind igenous rea lism  as w ell as m useum  
bu ild ing  and  heritage  preservation . A fte r h is travels in  Italy, K ang  Y ouw ei also 
in d ica ted  th a t C h ina  w as in ferio r to Ita ly  because C hina d id  no t p reserve  its 
an tiqu ities, the  em bod im en t o f  a n a tio n ’s culture. K ang Y ouw ei therefo re  
appealed  to  C h in a  to  p reserve  its past by  setting  up a re la ted  in stitu te  fo r 
co llec ting  an tiq u ities .240 K ang Y ouw ei and X u B eihong’s re-ev a lu atio n  o f  
C hinese  p a in tin g  011 a w orld  scale re flec ted  the shift o f C h in a ’s geograph ica l 
percep tion  o f  its ow n  culture. F rom  abou t 1895, as a resu lt o f  a series o f  
challenges po sed  by  the W est and Japan , the C hinese becam e  increasing ly  aw are 
tha t the ir cu ltu ra l p o sition  w as no longer cen tral and superior. Z hongguo , 
lite ra lly  the M idd le  K ingdom , alluding to  the  suprem e p o sitio n  o f  C hina, had 
undergone a fundam en ta l reo rien ta tion .241 C hina appeared  to be m erely  a 
m em b er o f  the w orld  -  and even seem ed  to be a p articu larly  w eak  m em ber in 
m odern  tim es. T he fo rm ation  o f  a new  g lobal aw areness in  C h in a  no t only  
reflec ted  C h in a ’s d om estic  crises and in ternational w eakness, bu t also  invo lved  
the sub stan tia l im porta tion  o f  W estern  learn ing , often th ro u g h  Japan . M any 
neo log ism s w ere  c rea ted  in  this flood  o f  W estern  culture, such  as w enm ing  
‘c iv iliz a tio n ’) and guozu  jin g sh en  ‘national sp ir i t’), w ith  L iang
Q ichao  as th e  key  figu re  in  p rom ulgating  these  ideas in C h in a .242 W enm ing, 
o ften  synonym ous w ith  w enhua  ‘cu ltu re ’), was n o t a com ple te ly  new
240 Kang, ‘Ouzhou shiyiguo youji liangzhong’, p. 118.
241 Xiaobing Tang, ‘Introduction: Toward a Geography of the Discourse of Modernity’ in Tang, 
Global Space and the Nationalist Discourse o f  Modernity: The H istorical Thinking o f  Liang 
Qichao (California, 1996), pp. 1-10.
242 Pan Guangzhe ‘Huading “guozu jingshen” de jiangjie: Guanyu Liang Qichao Lun
Zhongguo xueshu sixiang bianqian zhi dashi de sikao’ r j :
ClilT1 )) dY®'•%, ‘Defining the Boundary of “National Spirit”: Thinking
of Liang Qichao’s On the Course o f  the Development o f  Chinese Intellectual Thought’, 
Zhongyang yanjiuyuan jindaishi yanjiusuo jikan  d-1jfeft/'f f t Ifijd> 53 (2006), pp. 
1-38.
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term  to  the C hinese. N onetheless, the expansion  o f  its m ean ing  at th e  tu rn  o f  the 
tw en tie th  cen tu ry  inv o lv ed  n ine teen th -cen tu ry  E u ro p e’s new  m easu rem en t o f a 
n a tio n ’s c iv ilisa tion , in w hich  concerns w ere sh ifted  from  po litica l and  econom ic 
d eve lopm en t to  cu ltu ra l endeavours and artistic  tra its .243 A ccord ingly , art 
becam e th e  em bod im en t o f  a n a tio n ’s c iv ilisa tion  and  a sign  o f  n a tional sp irit 
and identity .
K an g  Y ouw ei’s h igh  respect fo r S ong  pain ting  as the w o rld ’s best thus not 
only  re flec ted  h is personal asp irations to restore  C h in a ’s glory, b u t also  p ro jected  
the co llec tive  m en ta lity  o f  m odern  C h inese  in te llectuals, w ho w ere  obsessed  
w ith  fin d in g  a p ic to ria l parad igm  to rescue  C hina after art w as p erce ived  as the 
new  sign  o f  a  n a tio n ’s civ ilisation . T h e  substan tia l renderings in  S o n g  pain ting  
w ere consid ered  by  these  C h inese in tellectuals to take  on the co n cre te  fo rm  o f 
m ateria lity  and  substan tia lity  seen in the advanced  W estern  c iv ilisa tion . K ang  
Y ouw ei argued  th a t the  m ateria lity  o f W estern  pain ting  canno t com pare  w ith  that 
o f  C h inese  p a in tin g .244 C onsequently , the rea listic  sty le  o f  S ong  pa in ting  m ade it 
com parab le  w ith  R ena issance  art, w hich  rep resen ted  the h ig h est ach ievem en t 
in  the  ev o lu tio n  o f  w o rld ’s civ ilisation .245 C ai Y uanpei, sem inal in  estab lish ing  
art educa tio n  in  m o d ern  C hina, also concurred  w ith  the no tion  tha t S ong pain ting  
was the cu lm in a tio n  o f  the tra jecto ry  o f  the evo lu tion  o f  C h inese  pain ting , 
c la im ing  th a t its pa in tin g  e lem ents w ere assim ilated  bo th  by  R enaissance  
landscape pa in te rs and by  the a it o f  the F rench  R o co co .245 M oreover, C ai
243 Fang Weigui ‘Lun jinxiandai Zhongguo “wenming”, “wenhua” guan de shanbian’ fm
r j ' r j ‘On the Shift of the Perception of “Civilization" and
“Culture” in Modern China’, Shilin 4 (1999), pp. 69-83.
244 Kang, ‘Wanmu caotang canghuamu’, p. 96
245 Wang, ‘Rediscovering Song Painting for the Nation’, p. 10.
246 Cai Yuanpei, ‘Zai Beijing daxue huafa yanjiuhui shang de yanshuoci’ f±;jblft
‘Speech at the Beijing University Painting Research Society’, in Gao Pingshu et 
a l  eds, Cai Yuanpei wenji: Meiyu lpOT±ci>Cll : HW> ‘A Collection of Cai Yuanpei’s Writings: 
Aesthetic Education’ (Taipei. 1995), pp. 85-87 (p. 85).
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Y uanpei also  p u b lish ed  an artic le  to in troduce  R aphael to  C h inese  readersh ip . H e 
m en tio n ed  the  th ree  m asters  o f  the Ita lian  R enaissance and  in  particu la r focused  
on  R ap h ae l.247 It appears th a t the in te llec tuals o f  the day  shared  sim ilar v iew s on 
the ev o lu tio n  o f  C hinese  and W estern  pain ting  and fe lt g reat adm ira tion  for 
R aphael. T h e  evaluation  o f  art from  a m ateria l p erspective  m ad e  a great im pact 
on  X u B eihong , w h ich  w as m an ifest in  his assertion o f the superio rity  o f  
W estern  a rt ov er C h inese  art in  its m ateria l respect.248
R ea lis tic  renderings w ere p erce ived  as the key  to  the superio rity  o f  W estern  
art, rep resen tin g  the advanced  m ateria l c iv ilisa tion  o f th e  W est as a resu lt o f  its 
developed  sc ience  and  technology. A ccordingly , C h inese  ind igenous realism , 
x iezhen , w as form ula ted , in  particu la r th rough  K ang Y ouw ei, to serve as the 
concre te  fo rm  o f  C h in a ’s h igh  c iv ilisa tion  and thus becam e p ivo ta l in  the 
cu ltu ra l/in te llec tu a l e lem en t o f new  nation  build ing , w hich  ach ieved  its zen ith  in 
the N ew  C u ltu re  M ovem ent. C hen  D uxiu , a sign ifican t figure  o f  the M ovem ent, 
d e te rm in ed  in  h is 1919 artic le  ‘A it R ev o lu tio n ’ that C h inese  art u rgen tly  requ ired  
a revo lu tion , and tha t it m u st adopt the  realistic  sp irit o f  W estern  pa in ting  
(yanghua  x ie sh i de j in g sh e n  #  IS  U  ] Iff ) ■249 In th is article, C hen  D ux iu  
e luc id a ted  a sim ila r op in ion  to that o f  K ang  Y ouwei on the p resen t-day  situation  
o f  C h inese  pain ting . H e accused  the F o u r W angs o f  rep resen tin g  the cu lm ination  
o f  lite ra ti p a in ting , the w icked  C hinese pain ting  (ehua  In  term s o f S ong
pain ting , C h en  D u x iu  concurred  w ith  K ang  Y ouw ei’s v iew  th a t the rea listic  
renderings in  S ong  pain tin g  w ere ak in  to  W estern realism . F rom  K ang Y ouw ei to 
C hen  D u x iu , x ie zh e n , as the  o rig inally  devalued  p ic to ria l p rac tices and as a 
category  o f  C h inese  pain ting , w as connected  to W estern  rea lism , the neo log ism
247 Cai Yuanpei, ‘Laifeier’ ‘Raphael’, in Gao, Cai Yuanpei wenji; Meiyu, pp. 40-56.
248 Xu, ‘Zhongguohua gailiang zhi fangfa’, p. 40.
249 Chen, ‘Meishu geming’, p. 86.
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em blem atic  o f  advanced  W estern  and m o d em  civ ilisa tion . P ain ting  b ecam e the 
concrete  fo rm  o f  a rhe to rica l national pow er. In the eyes o f  in te llec tuals , the  Four 
W angs s to o d  fo r the  g lobal w eakness o f  p resen t-day  C hina. B y  con trast, rea lism  
becam e a cu re  w hich  cou ld  b ring  abou t C h in a ’s re juvenation . R ea lism  th erefo re  
d id  no t ju s t  re fe r to  a p ic to ria l technique. M ore im portantly , it im p lied  a  w orld
9S0view  and a belief.
P ic to ria l rea lism  w as increasing ly  understood  to be a va luab le  fo rm  o f  
cultural cap ita l in  bo th  the art w orld  and  the na tiona list d iscourse . X u B eihong , 
w ho f irs t ga in ed  his artistic  tra in ing  in C hinese po rtra itu re  and  realistic  
techn iques, g radua lly  recogn ised  the im portance o f  this ind igenous rea lism  in 
m odern  C hina , and  reaped  the  benefits o f  it during  his stay  in  S hanghai. B y  
having  acq u ired  m aste ry  o f  realistic  skills, X u B eihong  gained  h im se lf  m any  jo b  
opportun ities  in  the  com m ercial art w orld  o f Shanghai, w here  th e  early  phase  o f 
W estern  p a in tin g  occurred . M ore im portantly , he w as able to  associa te  w ith  the 
in te llec tual gentry, w ho h ad  a p ro found  influence on  his life long  devo tion  to 
realism . T h ro u g h  K ang  Y ouw ei’s in troduction , X u B eihong  had  access to artistic  
circles o f  B eijing , w here  he m ade th e  acquain tance o f  the ac to r M ei L an fan g  by  
m eans o f  p a in tin g  his portrait. M oreover, his skill in  p ic to ria l rea lism  caused  his 
artistic  accom plishm en ts to be com pared  w ith  those o f  L ang  Shin ing , as 
d em onstra ted  in  h is Three H orses  pain ting , a pa in ting  w hich  X u  B eihong  
execu ted  fo r Ji Juem i, the m anager o f  the luxurious H ardoon  garden, w h ere  X u 
B eihong  m ad e  the acquain tance  o f  K ang  Y ouw ei and developed  his art 
ph ilo sophy  (Fig. 62), X u  B e ih o n g ’s skill in realism  no t only  caused  h im  to be 
associa ted  w ith  the trad itional scho larly  and artistic  circles o f  Shanghai and  
B eijing , b u t also enabled  h im  to en ter the pro-W estern  in te llec tual c irc le  o f
230 Wang, ‘In the Name of the Real’, p. 39.
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B eijing. In  1918 X u B eihong  w as inv ited  by  the w ell-know n  F rancoph ile  
educator L i S h izen g  1881-1973) to  teach  pain tin g  at the  K ongde
School nam ed  after the  F ren ch  th inker A u guste  C om te
(1798-1857).251 T he  K ongde S chool w as estab lished  by  L i S h izen g  and C ai 
Yuanpei in  1917 and then  becam e a part o f  the S ino-F rench  U niversity , set up 
under the S in o -F ren ch  w ork-study  schem e.252 L i S h izeng  and  C ai Y uanpei w ere 
the orig inato rs o f  the S ino-F rench  schem e, encourag ing  C h inese  studen ts to 
study in  F ran ce . T h is w orker-student m ovem en t cu lm inated  b e tw een  1919 and 
1921.W ell-know n  C h inese  artists such  as L in  F engm ian  and P an  Y uliang  (yH3£ 
1895-1977) pu rsued  art studies in F rance  under this schem e. In  1918, X u 
B eihong w as also  inv ited  by  C ai Y uanpei to teach  at the B e ijing  U n iversity  
Pain ting  R esea rch  Society. W hen  X u  B eihong  taught there, he  gave several 
lectures and  attended  m any artistic  activ ities, includ ing  p ay ing  a v is it to the 
Institu te fo r  E x h ib itin g  A ntiqu ities, the  p redecessor o f  the B e ijin g  P a lace  
M useum . C a i Y uanpei, the  first M in iste r o f E ducation  o f  the R epub lic  o f  C hina 
(1912) and  then  P resid en t o f  B eijing  U n iversity  (1916-1927), w as sem inal in 
p rom ulgating  the neo log ism  m eishu  and aesthetic education  in  C hina, fostering  
the fo rm ation  o f  a W estern ised  art fie ld .253 B eijing  U n iversity  w as the base  o f  
the N ew  C u ltu re  M ovem ent, w hich  triggered  a na tional-sca le  tran sp lan t o f 
W estern kn o w led g e  system s to rep lace the  trad itional C onfucian  system . In this 
m ovem ent, W estern  rea lism  w as accorded  the h ighest ever s ta tus in  the  C hinese 
art w orld. X u  B e ih o n g ’s skill in p ic to ria l realism  enab led  h im  to p rac tise  the
251 Xu and Jin, Xu Beihong nianpu, p. 15. For a brief account of Kongde School, see Gao, Cai 
Yuanpei nianpu changbian ‘A Comprehensive Chronology of Cai Yuanpei’
(Beijing, 1996), Vol. II. 1, pp. 67-68.
252 Paul Bailey, ‘The Sino-French Connection: The Chinese Worker-Student Movement in 
France, 1902-1928’, in David S. G. Goodman ed., China and the West: Ideas and Activities 
(Manchester and New York, 2000), pp. 72-102.
253 William J. Duiker, Ts’ai Yuan-p’ei, Educator o f  Modern China (Pennsylvania and London, 
1977).
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highbrow  cu ltu ra l ac tiv ities o f  trad itional literati pa in ters and to partic ipa te  in the 
m odem  channels and institu tes o f art discourse, such  as p u b lic  exh ib itions, art 
p ub lica tions and  associations. M ore  im portantly , by  m eans o f  the  close 
associa tion  b e tw een  x iezh en  and  W estern  realism , it p av ed  the w ay  fo r X u 
B eihong  to  fu lfil h is asp irations and to estab lish  his p restig ious repu ta tion  in the 
new  W estern ised  art field .
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Chapter 3 The Formation of the Art Field
3.1 The Transformation from Yi (Art) to Mei (Beauty): The Formation 
of Meishu (Fine Art) as a Field in China and Cai Yuanpei’s 
Contributions
X u B e ih o n g  le ft S hanghai fo r  B eijing  in D ecem ber 1917, and w as invited  
by  C ai Y uanpei to  b e  a tu to r in  the B eijing  U niversity  P a in ting  R esearch  Society  
in  M arch  1918, teach in g  figu re  pain ting  and W estern w atercolour. X u  B eihong  
taugh t th ere  fo r abou t one year, un til he  le ft for Paris in  M arch  1919.254 W hile  
h e  w as teach in g  at B eijing  U niversity , he pub lished  th ree artic les, inc lud ing  
‘B eau ty  and  A it  in P a in tin g ’ in  add ition  to  the  afo rem entioned  ‘C om m ents on  the 
Pain ting  and  C allig raphy  C ollec tion  in  the W enhua P a lace ’ and ‘M ethods fo r the 
Im p ro v em en t o f  C h inese  P a in tin g .’255 ‘B eau ty  and A rt in  P a in tin g ’, w hich  
appeared  in  the U niversity  D a ily  on  23 A pril 1918, w as a pub lish ed  version  o f  
part o f a ta lk  w h ich  X u B eihong  delivered  to  the Society. A t the beg inn ing  o f  the 
article, X u  B eih o n g  defined  the tw o C hinese characters m ei (§ih ‘b e a u ty ’) and  yi
( ® , ‘art’) respectively . H e e lucidated  that
M y d efin itio n  o f  y i  is to d isp lay  every  detail o f  any o b jec t w ith  
our b es t effort, w hereas m ei refers to  an [artificial] natu ra l w orld , 
c rea ted  by  coo rd inating  and fine-tun ing  our m o st sensitive  
percep tions, and conveyed  th rough yi. Yi can ex ist w ith o u t m ei , 
e.g. th e  v iv id  p o rtra its  and docum entation  o f custom s; how ever, 
m ei is im possib le  w ith o u t yi. Yi serves as no th ing  m ore  than  a 
m odel th a t peop le  can  re fer to, w hile m ei is ab le  to create  
som eth ing  adm irab le  and enjoyable.
s m u g #  ■ • m m
; S S f W t i S :  • S 'n T 'F  
I f S l r f n *  C t l S f f W #  ■ J S f i A S X # )  ■ °
M f l J S f f t A # #  ■ ffiSISJ& rA & A ttfcSc-ft ° 256
254 Xu and Jin, Xu Beihong nianpu, pp. 14-23.
255 Xu Beihong, ‘Hua zhi mei yu yi’ ‘Beauty and Art in Painting’, in Xu and Jin,
Xu Beihong yishu wenji, pp. 29-30.
256 Xu, ‘Hua zhi mei yu yi’, p. 29.
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X u B eih o n g  to o k  the exam ple o f  m ak ing  a pain ting  o f  a b eau ty  to ex p la in  the 
d ifference  b e tw een  m ei and yi. A  p o rtra it o f  a beau ty  o f  hu m b le  o rig ins w h ich  
w as ex ecu ted  w ith  y i w ou ld  faith fu lly  dep ic t the p o o r su rround ings o f  the beauty, 
such  as so m e  sh ab b y  huts located  in  a deso la te  p lace, w ith  w ild  w eeds g row ing  
everyw here. O n  the o ther hand, a p o rtra it executed  w ith  m ei w ould  tu rned  the 
d ilap ida ted  co n d itio n  in to  a poe tic  one b y  ‘rep lac ing  h er b ask e t w ith  an elegan t 
one, p lac in g  a fu ll v iew  o f  w ild  flow ers and  som e o f them  b eside  her, bo rdering  
the river w ith  lu shness, decorating  pebb les w ith  m oss, tu rn ing  the bushes in to  
g randly  p o sed  trees w hose shadow  covers the w orn-ou t fence, m irro ring  th e  sky 
w ith  the g litte rin g  w ater; and dep ic ting  a carefree  glin t rad ia ting  in  h e r eyes as if 
she w as free  fro m  any w orries’. X u  B eihong  argued that a p o rtra it p a in ted  
accord ing  to  y i techn iques w ould  be on ly  a portra it (xiezhen), w h ile  a pain ting  
w hich  h ad  underg o n e  m ei m odifica tion  w ould  turn ou t to be a w ork  o f  art, 
convey ing  the fu ll developm ent o f  craftsm ansh ip  and beau ty  (jinyi jin m e i  S l l l l l  
H ) .  X u B e ih o n g  related  y i  to p rac tica l techn ique , w hile  h e  assigned  to  m ei the 
function  o f  ev o k in g  hum an  feelings. In X u  B eihong’s op in ion , w orks o f  a rt 
should  strik e  a cho rd  w ith  the ir v iew ers, and so the ir co m p osition  cou ld  b e  
inven ted  w ith o u t necessarily  com plete ly  duplicating  the rea l scenes. E ven  so, a 
pa in tin g  o f  m ei cou ld  only be ach ieved  by  realistic  craftsm ansh ip . A ltho u g h  the 
elem ents o f  a p a in tin g  cou ld  be re -a rran g ed  to add a m ore  a rtis tic  tone  to  the 
pain tin g  to  m ake  it m ore  en joyable, they  should  be m odelled  on rea l scenes or 
objects to  m ak e  the p a in ting  rea listic  and v isually  convincing . X u B eihong  
argued th a t
I f  an  a rtis t fa ils to m aster ch iaroscuro , to fa ith fu lly  p o rtray  the 
shape  o f  an  ob ject, o r to h arm on ise  the tones, these  [shortcom ings] 
are all in d ica tiv e  o f  undeveloped  sk ills o f  y i , le t a lone  m ei.251
257 Xu, ‘Hua zhi mei yu yi’, p. 30.
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X u B e ih o n g ’s op in ion  on the fu nc tion  o f  art as evok ing  v iew ers’ feelings 
concu rred  w ith  th a t o f  C ai Yuanpei. In the article, D uiyu  x in jia o yu  zh i y ijian  (fif 
M , ‘S uggestions fo r a  N ew  E d u ca tio n ’), C ai Y uanpei app roved  o f
• • » » * OCQ
the  artis t’s ab ility  o f  poetic  m odification . H e argued  th a t a p a in te r cou ld  turn  
terrific  o r m ag n ificen t scenes, such as storm s, sh ipw recks and  vo lcanoes, in to  
adm irab le  w ork s o f  art, ju s t as a p oet can  transfo rm  the everyday  rou tin e  o f  
ea ting  and c o o k in g  into som eth ing  particu larly  en joyab le  in  h is poem s. X u 
B e ih o n g ’s in te rp re ta tio n  o f  m ei and y i is also rem in iscen t o f  C hen  S h u re n ’s 
e luc ida tion  o f  id ea lism  and realism  in the article, ‘N ew  P a in ting  M ethods: A  
G uide to In d ep en d en t S tu d y ’. A  p ain ting  characterised  by  rea lism  w as faith fu lly  
m odelled  o n  th e  po rtrayed  objects, w hile  one show ing  idea lism  added  som e 
poetic  m o d ifica tio n  to the  rea listica lly -rendered  w ork. B u t no m atte r w hether 
rea lism  or id ea lism  w as the aim , ne ither o f  them  could  be  ach ieved  w ithou t 
rea listic  sk ills .259 A lthough  X u B eihong  had  em phasised  the im portance  o f  
p ic to ria l rea lism  as m uch as the  m asters o f  the L ingnan  S choo l had , it w as no t 
un til he re tu rn ed  to  C h ina  from  Paris in  1926 that he used  the term  ‘re a lism ’ 
(x iesh i zhuyi) o v e rtly  in his talks and w ritings. In  the article, F aguo  y ishu  
jin ku a n g  ( [M!Hi$J* 5 >  ‘T he C urren t S ituation  in F rench  A rt’), w h ich  was 
orig inally  an  in te rv iew  w ith  a Shibao  rep o rte r and was p u b lish ed  in  the Shibao  
(Hvf^H) on 5 M arch  1926, X u B eihong, like C hen  Shuren , d iv ided  W estern  
pain ting  ro u g h ly  in to  tw o categories, rea lism  (.x iesh i) and idea lism  (xiey i). L ike 
C hen  S huren , X u  B eihong  also em phasised  the im portance  o f  rea lis tic  sk ills as
258 Cai Yuanpei, ‘Duiyu xinjiaoyu zhi yijian’ , in Gao Pingshu el al. eds, Cai Yuanpei wenji: 
Jiaoyu (Shang) '■ W in  (I'.). ‘A Collection of Cai Yuanpei’s Writings: Education (I)’
(Taipei, 1995), pp. 78-88.
259 Chen, ‘Xinhuafa’, The True Record, 6 (1912), pp. 15-16.
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960the  essen tia l in stru m en t fo r execu ting  bo th  k inds o f  pain ting . In  a  speech 
w hich  X u B e ih o n g  delivered  to the p ub lic  in a radio  b roadcast and w hich  w as 
then  p u b lish ed  in  the Shibao  on  19 M arch  1926, X u B eihong  firs t c learly  cited 
the term  x ie sh i zhuyi as the so lu tion  to the curren t regressive  situa tion  in  C hinese 
pain ting .261 X u  B e ih o n g ’s use here o f  m ei and yi instead  o f  idea lism  and realism  
dem onstra ted  th a t his artistic  thoughts during  his tim e  at B eijing  U n iversity  
apparen tly  co rresp o n d ed  w ith  those o f the U niversity  p resid en t C ai Y uanpei.
Cai Y uanpei w as em inen t in the educational and cu ltural w orld  in  C hina  in 
the early  h a lf  o f  the tw en tie th  century. T h e  m ost sign ifican t p o sitions he took  
th roughou t h is life  w ere  those  o f  the R ep u b lic ’s firs t E ducation  M in is te r in  1912 
and p re s id en t o f  B e ijing  U niversity  from  1916 to 1927. A lthough  he w as on ly  in 
charge o f  the  E du ca tio n  M in istry  fo r a few  m onths due to h is d isappo in tm en t 
w ith  P ro v is io n a l P residen t Y uan Shikai 1859-1916) w hich  caused  h im
to resign  h is m in isteria l post, the  program m e o f educational re fo rm  w h ich  Cai 
Y uanpei in tro d u ced  w as to ex ert a p ro found  in fluence  on  C hinese  educa tio n  262 
Som e stra teg ies o f  this educational re fo rm  w ere su ffic ien tly  p ro g ressiv e  to 
dem onstra te  a b reak  w ith  the prev ious dynasty, such as e lim inating  the  study  o f 
C onfucian  c lassics from  the e lem entary  school curricu lum ; abo lish ing  the 
e igh t-legged  essay  (bagu  w en  A U x > 0  as the basis fo r lite rary  sty le; develop ing  a 
system  o f  schoo ls to p ro v id e  education  fo r girls; a llow ing  girls and  boys to 
attend the sam e  e lem entary  and  m iddle  schools; and p rom oting  aesthetic
250 Xu Beihong, ‘Faguo yishu jinkuang’, in Xu and Jin, Xu Beihong yishu wenji, pp. 71-74 (p. 
72).
261 Xu Beihong, ‘Mei dejiepou-Zai Shanghai Kailuo gongsi jiangyanci’ Hl57fl¥n[l -  TkUW
‘The Anatomy of Beauty -  A Speech Given to the Shanghai Kailuo Company’, 
in Xu and Jin, Xu Beihong yishu wenji, pp. 83-84.
262 Cai Yuanpei resigned in July 1912. He made several statements to express his determination 
to resign his directorship and implied his disappointment with the political situation in Beijing.
On the statements, see ‘Da ke wen’ ‘Answers to the Questions Posed by the Public’, in
Gao, Cai Yuanpei wenji: Jiaoyu (Shang), pp. 207-211; ‘Ci Jiaoyu zongzhang cheng’
M, ‘Petition for Resignation from the Education Minister’, p. 197.
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education .263 A m ong  these  reform s, th e  estab lishm ent o f aesthetic  educa tion  
in fluenced  C h in a ’s art w orld  the m o st p rofoundly  264
A ltho u g h  educa tiona l refo rm  h a d  been  triggered  in  th e  la te  Q ing  dynasty  to 
forestall fu rth e r h u m ilia tio n  and d e fea t after a series o f w ars and  fo llow ing  
various national crises posed  by  the W est and by Japan, C onfucian  c lassics still 
rem ained  at the h ea rt o f  educational system , in  order to p ro tec t trad itional 
C h inese values from  erosion  due to  W estern  encroachm ent. T his conservative  
attitude tow ards educa tiona l reform  w as m anifested  in the  slogan  ‘Z h o n g xu e  
weiti, x ixu e  w e iyo n g 5 -  m ain ta in ing  the essence  o f
C hinese C o n fu c ian ism  and on ly  adop ting  W estern scien tific  and techn ical 
c iv ilisa tio n .265 T his slogan  w as a lso  stated  as the p rinc ip le  o f  the  B eijing  C apital 
U n iversity  (J in g sh i daxuetang  the h ighest ed u ca tiona l institu tion
o f the la te  Q ing  dynasty .265 B y com parison , the abo lition  o f  the  study  o f  the 
classics at e lem en tary  schoo l level u n d er the R epublic  m arked  a m onum enta l 
sh ift in the a ttitude  o f  the C h inese p eo p le  tow ards the ir ow n cu ltu re  and tow ards 
C h in a’s positio n  in  the  w orld. In the  eyes o f  the C hinese peop le , C h ina  w as 
re la tive ly  w eak  in  the  w orld . So th is abandonm ent o f  c lassica l studies ind icated  
that the sca le  o f the  transp lan ting  o f  W estern know ledge u n d e r C ai Y uanpei’s 
leadersh ip  w as huge en ough  to reach  the very  core level o f  C h inese  culture.
T h e  e lim in a tio n  o f  C onfuc ian ism  as the core o f  education  con cu rred  w ith
263 Marianne Bastid, Educational Reform in Early Twentieth-Century China, trans., Paul J.
Bailey (Michigan, 1988), pp. 84-87.
264 Wan Qingli, ‘Cai Yuanpei xiansheng yujindai Zhongguo meishu jiaoyu’ ^  f r f^filjjffir,
‘Mr Cai Yuanpei and Aesthetic Education in Modern China’, in Wan, Wan Qingli 
meishu wenji ij t j jn j j ‘A Collection of Wan Qingli’s Essays on Art’ (Beijing, 2004),
pp. 179-185.
265 Li Guojun and Wang Bingzhao eds, Zhongguo jiaoyu zhidu tongshi: Diliujuan
Q ingdaixia (1840-1911) j f f tT  (1840-1911), ‘A General History
of Chinese Educational System: Vol. VI, the Later Period of Qing Dynasty’ (Shandong, 2000), p. 
245.
266 Tang Zhijun and Chen Zuen eds, Zhongguo jindai jiaoyushi ziliao huibian:
Wuxu shiqi jiaoyu  d3 :  ‘Compilation of Historical
Resources on Modem Chinese Education: Wuxu Period’ (Shanghai, 1993), pp. 116-146.
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the new  a im s o f  R epub lican  education  set ou t by C ai Y uanpei in  the  article, 
‘S uggestions fo r  a N ew  E d u ca tio n ’ ,267 C ai Y uanpei p roposed  national m ilitary  
education  (junguom in  jia o y u  u tilita rian  educa tion  (sh ili zhuyi
jia o y u  e th ical education  (gongm in  daode jia o y u
w o rld -ou tlook  educa tion  (sh ijieguan  jia o y u  and  aesthetic  education
(m eiguan  jia o y u  W ) as the new  five aim s to rep lace the trad itional ones o f
loyalty  to th e  em p ero r {zhongjun  respect fo r C onfucius {zunK ong  H ? L );
and tra in ing  in  pub lic  m orality, the m ilita ry  spirit, and u tilita rian ism  (shanggong , 
shangw u, sh a n g sh i fnj'£_V' fnf'BC' fnJ!®f).268 N ational m ilitary  education , u tilitarian  
education  and  e th ica l education  con tinued  the p rev ious educational aim s o f  
tra in ing  in  p u b lic  m orality , the m ilita ry  spirit, and  u tilitarian ism , h i term s o f  
e th ical ed u ca tio n , C ai Y uanpei suggested  rep lac ing  the fiv e  trad itiona l C onfucian  
re la tionsh ips (junchen  youyi, fu z i  youq in , ju ju  youbie, zhangyou  youxu, p en g yo u  
youxin  jfen jo in in g  loyalty
and obed ience  by  m in is te r to k ing, son  to  father, w ife  to husband , you n g er to 
o lder b ro ther, and  frien d  to  frien d ’) w ith  the F rench  revo lu tionary  co n cep t o f 
liberty, eq u a lity  and  fra tern ity  as the new  ethical basis o f C h inese  socie ty  269 T he 
aim s o f loya lty  to the em peror and respect for C onfucius w ere abandoned  in  the 
new  p ro g ram m e o f  educational refo rm  and  w ere rep laced  w ith  w orld -ou tlook  
educa tion  and  aesthetic  education . C ai Y uanpei’s new  five  a im s im posed  a g lobal 
d im ension  on  educa tio n  in C hina, w h ich  w as m anifested  in  h is  p roposal Jiaoyu  
duli yi ‘Proposal fo r E d uca tion  Independence’), suggesting  tha t
267 Cai, ‘Duiyu xinjiaoyu zhi yijian’, pp. 78-88.
268 Li and Wang, Zhongguo jiaoyu zhidu tongshi: Diliujuan Qingdai xia (1840-1911), pp. 
268-291. Tsuruta Takeyoshi flEHLCfL ‘Shin rnatsu/ Minkoku shoki no bijutsu kyoiku -  Kin 
hyakunen rai Chugoku kaiga shi kenkyu (IV)’ ~
HH, ‘Art Education in the Late Qing Dynasty and Early Republican Period -  A Study of 
Chinese Painting History of the Last Century (IV)’, The Bujutsu Kenkyu 365 (1996),
pp. 18-33.
269 Duiker, Ts’ai Yiian-p’ei, pp. 44-46.
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the  new  ed u ca tio n a l system  shou ld  assim ilate  the strong  po in ts  o f  the  
E u ro -A m erican  coun tries, such  as those o f  France, G erm any  and A m erica ,
C ai Y uanpei’s educational ideals dem onstrated  th a t the C onfuc ian  ou tlook  should 
g ive w ay  to  a W estern  w orld-view . T his turn  to the W est w as b o u n d  up w ith  Cai 
Y uanpei’s o verseas stud ies in  G erm any  betw een  1907 and 1911. I t also m arked 
the ab an d o n m en t o f  Japan  as the m odel fo r C h in a’s W estern  lea rn ing  and 
educational re fo rm .271
R ep lac in g  C onfuc ian  stud ies w ith  aesthetic  education  w as p erh ap s the m ost 
m onum en ta l feat ach ieved  by  C ai Y uanpei in  term s o f  his innovative  
con tribu tions to C h in a ’s education . It dem onstrated  the p ro fo u n d  in flu en ce  o f the 
h um an istic  aspec t Of W estern  civ ilisa tion  upon h im  du ring  his tim e  at the 
U n iversity  o f  L eipzig , w here he atta ined  a B achelo r o f  A rts  degree  in  1910. T he 
article ‘O n the R ep lacem en t o f  R elig ion  w ith  A esthe tic  E d u ca tio n ’, w hich  was 
o rig inally  a  lec tu re  w h ich  C ai Y uanpei delivered  at the Shenzhou  xu eh u i (^ip 
‘T he L earn ed  Socie ty  o f  C h in a ’) and w as pub lished  in the A u g u st 1917 issue 
o f  N ew  Youth , b ecam e a b eacon  o f  C h inese refo rm  in  education  and  one o f  the 
m ost freq u en tly -c ited  art treatises o f m odern  C hina.272 C ai Y uanpei em ployed  an 
evo lu tionary  p ersp ec tiv e  on the developm ent o f hum an  h isto ry  to exp la in  w hy he 
p rom oted  aesthetic  education  to  rep lace religion. H e argued tha t re lig io n  
dom inated  h um an  know ledge, w ill and feelings in the early  days. A fte r the 
gradual d ev e lo p m en t o f  science, re lig ion  lo st contro l over hum an  in te lligence  in 
m odern  tim es bu t still rem ained  influen tia l in  evok ing  hum an  em otions. T he 
function  o f  re lig ious art in  m ou ld ing  hum an  d isposition  in the early  days was
270 Cai Yuanpei, ‘Jiaoyu duli yi’ in Gao, Cai Yuanpei wenji; Jiaoyu (Xia), pp. 208-211.
271 Japan had served as the primary model for the late Qing educational reform. For related 
studies, see Douglas R. Reynolds, China 1898-1912 -  The Xinzheng Revolution and Japan 
(Massachusetts and London, 1993).
272 This article is also collected in Gao, Cai Yuanpei wenji: Jiaoyu (xia), pp. 378-384.
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sim ilar to  th a t o f re lig ion . A fte r the sty le  and sub jec t m a tte r o f  a r t becam e 
increasing ly  d iversified  in  m odern  tim es, Cai Y uanpei be lieved  th a t art w as m ore 
suitable th an  re lig ion  to offer h um an  consolation . M ore  im portan tly , a it could  
evoke p e o p le ’s sen se  o f beauty. H e argued  that because  beau ty  h ad  a un iversal 
nature, it cou ld  p ro v id e  a fee ling  o f  em otional de tachm en t and thus could  avoid 
re lig ious w ars, w h ich  had  been  caused  b y  the strong  em otional co n flic ts  betw een 
peop le  o f  d iffe ren t beliefs, hr China, trad itional C onfucian  ed u ca tio n  used  m usic 
to m ould  h u m an  personality . T he estab lishm en t o f aesthetic  ed u ca tio n  was 
therefore a log ica l substitu te  after C onfucian ism  w as rem oved  fro m  the co re o f 
new  education .
F o r C ai Y uanpei, art w as m ore developed  and in  line  w ith  m o d e m  needs 
because it h ad  undergone a sc ien tifically  evo lu tionary  p rocess. C a i Y uanpei 
stated  his ev o lu tio n ary  view  o f  art in M eishu  de jin h u a  ‘The
E v o lu tion  o f  A id’).273 A rt itse lf  w as a m an ifesta tion  o f  science an d  th ere fo re  it 
was m ore effec tive  than  C onfucian ism  at m ak ing  C h ina  a m o d em  nation. T he 
evo lu tionary  hypo thesis o f  D arw in ism  had  a m onum enta l im pact o n  m odern  
C hinese in te llec tu a ls ’ perception  o f reality. C hinese in te lligen tsia  acknow ledged  
that the C o n fu c ian  m oral idealism  - D a o  (xtf, ‘W ays o f  K in g s’), w as outdated  
and im possib le  to  ach ieve in a w orld  dom inated  by D a rw in ’s soc ia lly -generated  
ru le  o f  the ‘su rv iva l o f  the f itte s t’. P ow er w as the ru le  o f  the un iverse . 
A ccord ingly , to b e  strong  w as the on ly  w ay for C hina to su rv ive  in  the  m odern  
w orld .274 A rt, w hich  had  undergone evolu tion , thus served  as the  in strum en t for 
C h in a’s refo rm .
C ai Y uanpei p roposed  that aesthetic  education  shou ld  rep lace  re lig ion  in 
large p a rt o n  acco u n t o f  the  po litica l context. T here  w as ta lk  o f  an d  action
273 Cai Yuanpei, ‘Meishu de jinhua’, in Gao, Cai Yuanpei wenji: Meiyu, pp. 131-136.
274 Duiker, Ts’ai Yiian-p’ei, pp. 17-19.
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tow ards re sto rin g  the dynastic  system  around  1917. K ang  Y ouw ei w as a lead ing  
p ro p o n en t o f  th is and he p rom oted  C onfucian ism  as a sta te  re lig io n .275 B esides, 
L iang  Q ich ao  suggested  B uddh ism  as the p rim ary  in strum en t fo r social 
transfo rm atio n  and  stab ility  a t the  tim e w hen trad itional in stitu tions w ere on  the 
brink  o f  co llap se  276 T he conservatism  o f  the refo rm -m inded  generation , w ho 
w ere ra ise d  on  C onfucian ism  and rem ained  loyal to it th rough  the R epub lican  era, 
p rovoked  th e  d iscon ten t o f the rad ica l in tellectuals. T hey  trig g ered  the N ew  
C ultu re  M o v em en t in  an effort to  e lim inate  the dead  hand  o f  im peria l re ign  and 
C onfucian  trad ition . T hey  ob jec ted  to m aking  C onfucian ism  a reg ion , and  also 
attacked  v irtu a lly  every  aspect o f  the trad itional order, w hich  rev o lv ed  around 
C on fu c ian ism  277 A esthetic  education  rep laced  C onfucian ism  as the  new  cultural 
value in  C h ina . C ai Y uanpei advocated  rep lac ing  the p rev ious educa tiona l aim  o f 
respect fo r  C onfucius w ith  aesthetic  education . C hen D uxiu , appo in ted  dean  o f 
the C o llege  o f  L itera tu re  o f B eijing  U n iversity  by C ai Y uanpei in  1917, assigned  
art as the  m eans to re juvenate  C hinese society  and cu ltu re .278 B esides the 
rad icals, the conservatives, w ho w ere  endeavouring  to p ro tec t the national 
heritage , also  regarded  art as the sym bol o f  national spirit. D eng  S h i and  H uang 
B inhong , the  leaders o f  the national essence m ovem ent w hich  started  up in  the 
first d ecad e  o f  the tw en tie th  century , com piled  an an tho logy  o f  art treatises,
275 Han Xing ‘Kang Youwei Kongjiaoshuo shuping’ l H U ‘Comments on
Kang Youwei’s Promotion of Confucianism as a State Religion’, electronic article from 
http://www.confucius2000.com/confucian/ruiiao/kywkissp.htm.
276 Wang Junzhong ‘Jiuguo, zongjiao yi zhexue -  Liang Qichao zaoqi de foxueguan jiqi
zhuanzhe’ #[[11 > ‘Patriotism, Religion or
Philosophy -  Liang Qichao’s Early Perspective on Buddhism and the Transition of His Thoughts’, 
Shixue jikan  31 (1999), pp. 93-116.
277 Han Xing, ‘Wusi Xinwenhua yundong changdaozhe de kongjiao feijiaoshuo’ AlAjjiffTCfkM
‘Opinions on “Confucianism Was not Religion” of the Leading Figures 
of the May Fourth New Culture Movement’, electronic article from 
http://www.confucius2000.com/confucian/ruiiao/54xwhydcdzdkifis.htm.
278 Cai Yuanpei, ‘Wo zai Beijing daxue dejingli’ LiK7v'-PlUIMIA, ‘My Life at Beijing 
University’, in Gao Pingshu ct al. eds, Cai Yuanpei wenji: Zizhuan lirTCfnACill : §11. ‘A 
Collection of Cai Yuanpei’s Writings: Autobiography’ (Taipei, 1995), pp. 197-208.
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M eishu  co ngshu  ‘A  C om pila tion  o f  F ine A rt’), in  1911.279 D eng  Shi
stated  in th e  p re face  to th is an tho logy  that the m otivation  fo r the co m pila tion  was 
because C h in ese  art w as in ternationally  acclaim ed and b ecause  it rep resen ted  the 
superio rity  o f  the  essence  o f  C h inese  cu lture  in the w orld. A rt w as accorded  
the p iv o ta l ro le  in  the  process o f  cu ltu ra l build ing  after C on fu c ian ism  was 
gradually  faced  w ith  destruction  during  the R epublican  period .
C ai Y uanpei w as am ong the  p rog ressive  N ew  C ultu re  M o v em en t
in tellec tuals w ho too k  an offensive s tance  tow ards C onfuc ian ism  and  trad itional
institu tions, bu t h is h um an istic  o rien ta tion  enabled h im  to  strike  a balance
betw een  p o litic a l rad ica lism  and ph ilo soph ical idealism  in  h is p ercep tio n  o f
aesthetic  ed u ca tio n  and  art. In  addition  to endow ing  aesthetic  educa tion  w ith
revo lu tionary  a ttribu tes, C ai Y uanpei particu larly  em phasised  its transcenden t
nature. C a i Y uanpei’s percep tion  o f  beau ty  and rea lity  w as in fluence  by  the
G erm an p h ilo so p h e r Im m anuel K ant (1724-1804), w ho h ad  d iv ided  rea lity  into
tw o parts, th e  p henom enon  and the noum enon, tha t is, the m ateria l w orld  and  the
sp iritual w o rld .281 S cience p layed  the param oun t ro le  in the  m ateria l w orld ,
w hereas the  sp iritua l w orld  w as dom inated  by  a transcenden tal force, w hich  C ai
Yuanpei co m p ared  w ith  the C onfucian  ‘W ays’ (D ao  -jM) o r the  C h inese  S uprem e
U ltim ate  (Taiji > fc ® .28z C ai Y uanpei argued that national m ilita ry  education ,
u tilita rian  ed u ca tio n  and eth ical education  only im proved  the m ateria l conditions
o f  the C h in ese  peop le , w hile  aesthetic  education  b rough t th em  sp iritua l
con ten tm en t and he lp ed  to reach  a d isin terested  w orld  o f  h arm o n y  and goodness,
2/9 Laurence A. Schneider, ‘National Essence and the New Intelligentsia’, in Charlotte Furth ed., 
The Limits o f  Change: Essays on Conservative Alternatives in Republican China (Massachusetts, 
1976), pp. 57-89 (p. 58).
280 Shao Hong ‘Xixue “meishushi” dongjian yibainian’ ‘One 
Hundred Years of the Importation of the Western Learning of Art History’, Wenyi yanjiu AlSFT 
§sg, 4 (2004), pp. 106-114 (p.109).
281 Duiker, Tu’ai Yiian-p’ei, pp. 15-41.Cai Yuanpei, ‘Kangde meixue shu’ ‘Kantian 
Aesthetics’, in Gao, Cai Yuanpei wenji: Meiyu, pp. 60-68.
282 Cai, ‘Duiyu xinjiaoyu zhi yijian’, pp. 79-82.
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the n oum enon  w orld  described  by  K ant. T herefore, C ai Y uanpei thought, 
aesthetic  ju d g e m e n t w as based  on sub jective and in stinc tive  fee lings in stead  o f
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rational in te lligence . T he m ore o f a sense o f beau ty  a p iece  o f  w ork  evoked , 
the less fu n c tio n a l and u tilita rian  it w ou ld  be. A fter c larify ing  the  attribu tes and 
functions o f  each  k in d  o f  education, C ai Yuanpei ca tegorised  m usic , fine art 
{m eishu), and  p a in tin g  (tuhua ) as the objects o f aesthetic  educa tion .284
A lt h ad  a ttrac ted  the a tten tion  o f  po liticians w ho took  charge o f  the 
educational re fo rm  in  the last decades o f  the M anchu  m onarchy. Z hang  Z hidong 
1837-1909), the  em inen t sta tesm an o f the la te  Q ing  educational reform , 
recogn ised  the u rg en t need  fo r the incorporation  o f  W estern  lea rn ing  in to  
C hinese sch o o ls .285 T herefore, in the 1902 and 1903 im peria l ed icts to  estab lish  
a co m prehensive  system  o f  new  schools, under the d irecto rsh ip  o f  Z hang  
Z h idong  and  Z h an g  B aix i 1847-1907), art w as added  to  all levels o f
curricu lum , fro m  p rim ary  schools and m iddle  schools to u n iversity  p repara to ry  
schools and  co lleges, under the course  titled  tuhua 286 T he  curricu la  o f  
un iversity  p rep ara to ry  school was m ade up o f tw o d isc ip lines, po litics  (zheng  j$0 
and yi\ and  tuhua  w as included  in the y i  d iscip line, a long  w ith  eth ics, C h inese 
and W estern  h istory , fo re ign  languages, arithm etic, physics, chem istry , bo tany  
and zoology, geo logy  and m ineralogy, and gym nastics. S tudents w ho  m ajored  in 
the subjects o f  the y i d iscip line w ere ab le  to enrol in  the fo u r facu lties  o f
283 Cai, ‘Kangde meixue shu\ pp. 61-63.
284 Cai, ‘Duiyu xinjiaoyu zhi yijian’, pp. 83-85.
285 On Zhang Zhidong and Qing educational reform, see William Ayers, Chang Chih-timg and 
Educational Reform in China (Massachusetts, 1971).
285 Mayching Kao, ‘Reforms in Education and the Beginning of the Western-Style Painting 
Movement in China’, in Andrews and Shen, A Century in Crisis, pp. 146-161 (p. 148). There 
were two versions of the ‘Regulations for the Establishment of Schools’ (xuetang zhangcheng 
one was Qinding ($k/E) and the other was Zouding (#5e). The earlier one was 
formulated in 1902 and the latter was in 1903. Qinding version was not put into practice, and 
later the Zouding version was formulated to modify it. On the school systems of these two 
versions, see Li and Wang, Zhongguo jiaoyu zhidu tongshi: Diliujuan Qingdai xia (1840-1911), 
pp. 292-346.
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agricu ltu re , sc ience  (gezh i eng ineering  and m edic ine  at un iversity .287
A ccord ing ly , art w as perceived  as the essen tia l tra in ing  fo r the s tudy  o f 
sc ien ce-re la ted  subjects. H ence, the  official bu lle tin  o f  the  dynastic  E ducation  
M in istry  (X u e b u  guanbao  IppfS'g'ffiz) conveyed  the fac t th a t m o st teachers w ho 
taugh t th e  tuhua  shougong  course  ‘pain ting  and  h a n d ic ra ft’) should
also teach  su ch  courses as arithm etic, geom etry, sc ience and  geography  in 
schools.288 A rt seem ed to have on ly  the sligh test associa tion  w ith  the study  o f 
hum anities.
Z h an g  Z hidong  d iv ided  W estern  learn ing  in to  th ree k inds, x izh en g  (M©C> 
‘W estern  p o litic s ’), xiy i (Mil, ‘W estern  tech n o lo g y ’), and  x ish i  ‘W estern
h is to ry ’); an d  h e  ca tego rised  pa in ting  (hui ft?) as a b ranch  o f  x iy i , a long  w ith  
arithm etic , m ineralogy, m edicine, acoustics, optics, chem istry  and  e lec tric ity  
(,suanhu iku a n g yi, s h e n g g u a n g h u a d i a n 289 A lthough  Z hang 
Z hidong  ad v o ca ted  im porting  W estern  learn ing  to streng then  C hina, he forbade 
the teach in g  o f  W estern  p h ilo sophy  in schoo ls.290 So the im portance  o f  W estern 
art was a p p a ren tly  recogn ised  by the C hinese in its techn ica l aspect ra th er than 
the aesth e tic  one at tha t tim e. T h is  em phasis on  only  the techn ica l fea tu re  o f 
W estern a rt w as m an ifested  in the  courses p rov ided  in the un ivers ity  p repara to ry  
schools, w h ere  the tuhua  sub ject inc luded  such courses as perspec tive , 
ch iaroscu ro , cartography , descrip tive  geom etry, m echan ica l d raw ing  and  o ther 
sim ilar su b jec ts  291 T h o se  courses dem onstra ted  that W estern  art w as valued  fo r 
the su p erio rity  o f  its draw ing  technique, w hich fitted  C h in a ’s goal o f
287 Li and Wang, Zhongguo jiaoyu zhidu tongshi: Diliujuan Qingdai xia (1840-1911), p.301.
288 Tsuruta, ‘Shin matsu/ Minkoku shoki no bijutsu kyoiku -  Kin hyakunen rai Chugoku kaiga 
shi kenkyu (IV)’.
289 Cai Zhcnsheng X M X  Zhang Zhidong jiaoyu sixiang yanji»'BX ‘A Study
on Zhang Zhidong’s Educational Thoughts’ (Liaoning, 1994), p. 138.
290 Cai, Zhang Zhidong jiaoyu sixiang yanjiu, p. 182.
291 WuFangcheng, Tuhua yu shougong -  Zhongguo jindai yishu jiaoyu de dansheng’ (M l$&=]=■ 
X  -  ‘Painting and Handicraft -  The Birth of Art Education in
Modern China’, in Yen, Shanghai meishu fengyun, pp. 1-45 (p. 24).
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m odern isa tio n  m odelled  on advanced  W estern science and technology. A r t’s 
s ign ificance  in  the  educational refo rm  o f the late Q ing period  w as also 
dem onstra ted  by  its inc lu sion  in the  subjects o f  the new  national exam ination , 
w hich rep laced  the trad itional civ il serv ice  exam ination  in  1905. Jiang  D anshu
, 1885-1962), am ong  the earliest students o f the L ian g jian g  H igh  N orm al 
School (L ia ng jiang  yo u ji sh ifan  xue tang  w hich  w as
estab lished  in  1906 as one o f  the firs t norm al schools to teach  art teachers fo r the 
new  ed u ca tio n a l schem e, a ttended the  new  exam ination  and  la ter gave an 
account o f  h is experience  in  the m agazine  M eishu  yan jiu  ‘A rt
R esea rch ’).292 In this account, Jiang  D anshu  m entioned  the  exam in a tio n  topics 
on the su b jec t o f  art, w h ich  inc luded  C hinese  painting, W estern  pain ting , and 
descrip tive  geom etry . T he top ic  for C h inese pain ting  asked  cand idates to dep ict 
tw o peo n ies  w ith  C h inese  b rush  and ink; and that fo r W estern  p a in ting  required  a 
w ate rco lo u r pa in tin g  o f  a g igantic  ba ttlesh ip  floating  on the  sea  at n igh t. T he 
top ic  fo r W estern  p a in tin g  ind icated  tha t W estern  art w as im p o rted  to serve the 
deve lo p m en t o f  C h in a ’s technology. C onsequently , W estern  art had  to be 
em phasised  m ore  than  C hinese  art in the new  education  p rog ram m e o f  the early  
tw en tie th  century. T h e  so le  em phasis on the p ractical aspect o f  W estern  learn ing  
in  the  late Q ing  re fo rm  m ovem ents w as critic ised  by  L iang  Q ichao , w ho argued 
that y i  on ly  touched  on the shallow  level o f W estern civ ilisa tion , such  as the 
p ractical lan g u ag e  and  m ilitary  tactics, and thus could  no t help  to reso lve  C h in a ’s
2n Jiang Danshu, ‘Wushi nianlai yishu jiaoyu zhi yiye’ X —TC, ‘A Page of
Art Education over Fifty Years’, Meishu yanjiu, 1 (1959), pp. 30-33. Jiang studied at the 
Liangjiang High Normal School from 1907 to 1910. On the transformation of the civil service 
examination scheme in the late Qing period, see Liu Longxin Mfit'L, ‘Cong keju dao xuetang -  
celun yu wanQing de zhishi zhuanxing (1901-1905)’
(1901-1905), ‘From Civil Service Examinations to New Schools -  Policy Essays and Knowledge 
Transformation in the Late Qing Period, 1901-1905’, Zhongyang yanjiuyuan jindaishi yanjiusuo 
jikan, 58 (2007), pp. 105-139.
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core  p ro b lem s.293
B efo re  C ai Y uanpei p rom oted  aesthetic  education in  C hina, it appeared  that 
art to the C h inese  had  little  associa tion  w ith  the sphere o f  fin e  art. In  the  1903 
ed ition  o f  an E n g lish /C h inese  d ictionary , the entry  ‘art’ w as transla ted  as shouyi 
c h an d ic ra ft’ ) , j i y i  ‘c ra ftsm an sh ip ’) and j  is hu  ‘sk ill’); ‘a rtis t’
as q iaosh o u  g o ng jiang  (T j^ f- ' P.Iff, ‘sk illed  craftsm an’), and  zh u y i jin g sh o u zh e  
( I f  H i t ‘one  w ho m asters various sk ills’); ‘a rtisan ’ as q iaogong  (£ 5 X , 
‘sk illed  c ra ftsm an ’) and  gong jiang  ( X E »  ‘w orkm an’).294 I t is apparen t from  this 
that art b e fo re  the R epub lican  period  w as perceived  by th e  C h inese  as only  a 
form  o f  tech n iq u e  w ith o u t any aesthetic  connotations. H ence , W estern  art was 
know n to the C h inese  as tuhua , w hose  value was only reco g n ized  in  its pictorial 
realism . A rt, w h ich  w as ca lled  tuhua  o r yishu  ( I I  jiff), the  techn iques o f 
c raftsm ansh ip , rev ea led  th a t the C h inese  d id not learn abo u t w hat w as art o r fine 
art in the  w ay tha t W esterners did.
A rt, m ean ing  techn ique  ra ther than  fine art, was d eriv ed  from  the C hinese 
c lassica l te rm  liuy i ( / \ H ,  ‘six  tech n o lo g ies’). In Zhouli (JnJiTi£>, ‘B ook  o f R ituals 
o f Z h o u ’), one  o f  the  texts o f  the classica l C onfucian  canon , liuyi re ferred  to 
ritua l (li ij|t), m usic  (yue  § j|), archery  (she  f f ), horsem ansh ip  (yu  jiff), w riting  (shit 
H ) ,  and  a rithm etic  (shu MO-295 Yi w as then broadened b y  E m p ero r A n ( ^ c ^ ,  
re ign  94 -125) to m ean  any  sub ject requ irin g  specific techn ique , such  as m edicine 
(yi 1§), specia l techn ique  (fang ~fj) and d iv ination  (bu, sh i '  ;§x), in addition  to 
the a fo rem en tio n ed  six  techn iques.296 A s a consequence, art, w h ich  w as called  
tuhua  o r y ish u  in the Q ing  dynasty, w as only  regarded as techn ique.
W ith  a c lose  a ssoc ia tion  betw een  hum an  spirit and aesth e tic  appreciation  as
293 Li & Wang, Zhongguo jiaoyu  zhidu tongshi: Diliujuan Qingdai xia (1840-1911), p. 236.
294 Shangwu shuguan Hua Ting zidian.
295 Cai, ‘Duiyu xinjiaoyu zhi yijian’, pp. 87-88.
296 Liu, Translingual Practice, p. 305.
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w ell as a  d e tach m en t o f  u tilita rian  and functional purposes, C ai Y uanpei’s 
percep tion  o f  aid w as very  d ifferen t from  that o f p rev ious dynasties. C ai Yuanpei 
called  aesthe tics m eixue  ( H i l ) ,  aesthetic o r art appreciation  m eig a n  (3^ ^ ) ,  and 
art or fine  art m eishu, the techniques o f  beauty, m ark ing  a co n trast to  yishu , the 
techn iques o f  craftsm ansh ip . A ll term s associated  w ith  art or aesthetics had  the 
character m ei added  to  them  by C ai Y uanpei. T he m o st d is tinc tive  m ark  o f  the 
b reak th roughs th a t C ai Y uanpei m ade in  C hinese percep tion  o f  art w as his 
p rom ulgation  and  in stitu tion  o f  aesthetics and his ack now ledgem en t o f  the 
transcenden t na tu re  o f  art by m eans o f  ca lling  art m eishu  in s tead  o f  yish u .291 B y 
em phasising  the  aesthetic  attribu te  o f  art, beau ty  (m ei), ra ther than  its technique 
(yi), C ai Y uanpei gave art and  C h in a’s aesthetic  education  a very  d ifferen t 
landscape fro m  the  prev ious one, w hich  w as only concerned  w ith  the m aterial 
aspect o f  W estern  civ ilisation .
M eishu  d id  no t ex is t in the C h inese  vocabulary  o f  v isual art un til 1910, 
w hen the M eish u g u a n  ‘H all o f  F in e  A lt’) w as founded  in  the N anyang
Industria l E x p o sitio n  (N anyang quanyehu i In 1912, the
E duca tion  M in is try  under C ai Y uanpei’s leadership  estab lished  the M eishu  
d iaochachu  ‘D epartm en t o f  F ine A rt In v estig a tio n ’) and appoin ted
the lead ing  le ftw in g  in te llec tual L u X u n  as its d irector.299 It w as L u  X un  w ho
297 To promote aesthetics underlying the humanistic picture of the new Chinese educational 
system, Cai Yuanpei gave many related lectures, and all of the titles of them contained the 
Chinese character mei, such as ‘Meishu de jiazhi’ ‘Value of Art’; ‘Mei Gan’ Hils,
‘Art Appreciation’; ‘Meishu de qiyuan’ ‘Origin of Art’, etc. For a complete
collection of Cai Yuanpei’s talks and writings on art, see Gao, Cai Yuanpei wenji: Meiyu.
298 Fine ait was translated as meishu by Wang Guowei in 1902, Wang Guowei had perceived the 
Western concepts of fine art and aesthetics and employed them in his study of the Chinese 
literary masterpiece, Dream o f  the Red Chamber, as early as 1904. Nevertheless, Wang Guowei 
was concerned with meishu in literary terms rather than in the visual ait realm, as Lu Xun and 
Cai Yuanpei later did. On Wang Guowei’s aesthetic ideas, see Shao, ‘Xixue “meishushi” dongjian 
yibainian’, pp. 106-108.
299 Chen Zhenlian lilflfMiU’ft, Jindai ZhongRi huihua jiaoliushi bijiao yanjiu 0
‘A Comparative Study of the History of Interchange between Chinese and Japanese 
Painting in the Modern Era’ (Anhui, 2000), p. 62,
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gave m eish u  a c lea r defin itio n  in  the article N i bobu  m eishu  y ijia n sh u
‘A  D ra ft P roposal on the D issem ination  o f F ine A rt’), p u b lish ed  in 
1 9  1 3  30° X u n  exp la in ed  tha t the term  m eishu  had no t ex is ted  in  the  C hinese 
language un til it w as c rea ted  to be the C h inese  equ ivalen t o f  the E ng lish  ‘art or 
fine art*. L u  X un  fu rth e r c larified  tha t the w ord  fo r art w as derived  fro m  the 
G reek, and  h ad  the  m ean ing  yi. N onetheless, the w orks o f  y i  w ere  d iffe ren t from  
the w orks o f  m eishu . H e argued that w orks o f  fine art rep resen ted  the process o f 
g lo rify ing  (m eih u a  iH 'fc) the natural things (tianw u  th rough  artistic  ideas
(sili R E ) .  A ccord ing ly , the leaf-shaped  jad e , rich ly-carved  tiny  ivo ry  p ieces or 
fu rn itu re  cou ld  n o t b e  regarded  as w orks o f  art d isp lay ing  m eishu . L u  X u n ’s view 
o f  art ap p ro v ed  o f  th e  superio rity  o f  a rtistic  creation  over p a instak ing  
c raftsm ansh ip  in th e  sphere  o f  fine  art. T his stance concurred  w ith  C ai Y uanpei’s 
view s and  go t a resp o n se  in  X u B e ih o n g ’s ‘B eau ty  and  A rt in  P a in tin g ’. X u 
B eihong ca teg o rised  those  form s o f  trad itional p ro fessional pa in ting , such  as 
p o rtra itu re  (x ie zh e n ) and genre pain ting , w hich  w ere genera lly  based  on  realistic  
rendering  and  rou tine  p ractices, into the sphere  o f  y i.m  X u B eih o n g  w as clearly  
sensitive  to  the  la te s t a rtistic  th ink ing  o f  the  in te lligen tsia , and endeavoured  to 
transcend  the  low er sta tus o f a p ro fessional pa in ter in the art w orld .
A fte r c la rify ing  the  defin ition  o f  art, Lu X un  further po in ted  o u t that fine  art 
con ta ined  sub jec ts such  as pain ting , sculpture, arch itecture , m usic  and  literary  
w riting, as op p o sed  to  tho se  related  to science described  above. E x cep t fo r 
arch itec tu re , o ther sub jec ts o f  fine art w ere detached  from  fu nc tion  and  p ractical 
value. L u  X u n  d rew  a d istinc tion  betw een  fine  art and craft. M oreover, he 
elevated  p a in tin g  to the fin e  art sphere. Cai Y uanpei p rov ided  a sim ila r po in t o f
300 Lu Xun, ‘Ni bobu meishu yijianshu’, in Lang and Shui, Ershi shiji Zhongguo meishu 
wenxuan, Vol. I, pp. 10-14.
301 Xu, ‘Hua zhi mei yu yi’, p. 29.
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view  on  fine  a rt in  his speech  at the inauguration  o f the  N a tiona l Schoo l o f F ine 
A rt in 1918. In C ai Y uanpei’s opin ion , the subjects w hich  shou ld  be taugh t in  
the schoo ls o f  fine  art w ere  pain ting , scu lp tu re  and arch itecture . Scu lp tu re  and 
a rch itec tu re  o rig inated  w ith  p eo p le ’s prac tica l needs, w hile  pa in ting  had  its 
origins in  aesthe tic  appreciation . M oreover, pain ting  w as m ore  evo lu tionary  than 
scu lp tu re  and  arch itec tu re  in  C h ina  b ecau se  the deve lo p m en t o f  C h inese pain ting  
fitted  the  evo lu tio n  o f  the  g lobal h is to ry  o f  c iv ilisation . In th e  sphere  o f  v isual 
arts, p a in tin g  w as p laced  on  the h ighest rung  o f  the new  aesthetic  ladder by  Cai 
Y uanpei.
C ai Y uanpei and L u X u n ’s W estern  p erspective  on art crea ted  a new  p ic tu re  
o f  art in  C h in a  in  the tw en tie th  century .303 M oreover, the transcenden t nature, 
p h ilo so p h ica l a ttribu tes and unpractical value bestow ed  upon fin e  art fostered  the 
fo rm ation  o f  the  art fie ld  in C hina, A ccord ing  to B ourd ieu , an art fie ld  is an 
au tonom ous a rtis tic  w orld  in  w hich  artistic  creation  o r p roduction  has only  the 
sligh test re fe ren ce  to the econom ic pu rpose  and thus rep resen ts a  reversa l o f  
cap ita lis tic  p rin c ip les ,304 T he  fo rm ation  o f  the concep t fine  a rt in  C h ina  in the 
1910s, b ased  on the d irec t transp lan t o f  a W estern fram ew ork , p av ed  the w ay fo r 
the  upsurge  in  C h inese  studen ts pursu ing  art studies in the W est in  the  1920s, 
inc lud ing  X u  B eihong. T h e  W estern , transcenden t and sc ien tific  attributes o f  fin e  
art m ay  have  con tribu ted  to  X u B e ih o n g ’s choice o f  W estern c lassic ism  and 
realism  as the  gu ide  fo r h is life long  artistic  career.
To ado p t a W estern  fram ew ork  in to  the C hinese art w orld , in addition  to
302 Cai Yuanpei, ‘Guoli meishu xuexiao chengli ji kaixueshi yanshuoci’ pl'fr o'T&
‘Speech at the Inauguration of National School of Fine Art’, in Gao, Cat Yuanpei 
wenji: Meiyu, p. 76.
303 For Cai Yuanpei and Lu Xun’s contributions to the formulation of meishu in China, see Tang, 
Origins o f  the Ch inese Avant-Garde, pp. 10-14.
304 Pierre Bourdieu, ‘The Field of Cultural Production, or. The Economic World Reversed’, in 
Bourdieu, The F ield o f  Cultural Production, pp. 29-73.
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lite ra tu re , p a in ting , scu lp tu re , arch itecture and m usic , the sub jec ts  defined  in  the  
W estern  ligh t, C ai Y uanpei also added C hinese ca llig raphy  to  fine  art on account 
o f  its c lose  re la tionsh ip  w ith  C hinese p a in ting .305 H e argued  tha t C h inese artists 
good at p a in tin g  m u st be a lso  m asters o f calligraphy. C ai Y uanpei’s perspective  
seem ing ly  re ta ined  literati pa in ting  on  the h igh  rung  o f the  C h in ese  pain ting  
ladder. C a i Y uanpei’s re sp ec t fo r trad itional C hinese pain tin g  and  callig raphy  w as 
m an ifested  in  the estab lish m en t o f the B eijing  U niversity  C allig rap h y  R esearch  
Society  (B e ijin g  daxue sh u fa  yan jiuhu i : f 1 W # )  u n d er his 
d irec to rsh ip ,306 M oreover, C ai Y uanpei inv ited  the renow ned  trad itiona l C hinese 
p ain ter C h en  S h izeng  ([£ft|qrji1t\ 1876-1923) to teach  C hinese p a in tin g  and  its 
h isto ry  a t the B e ijing  U n iversity  P ain ting  R esearch  Society. A t a lec tu re  on the 
landscape p a in tin g  o f  the Q ing  dynasty, C hen S h izeng  a ttrac ted  a large audience 
o f around  one th o u san d .307
C ai Y uanpei rep laced  the C onfucian  trad ition  w ith  aesthetics and art. T his 
innovative  undertak in g  evoked  differen t responses. T he rad ica l in te llec tuals  used 
W estern  a rt as a usefu l w eapon  w ith  w hich  to a ttack  the trad itiona l order; 
w hereas the  conservative  side argued that art w as the new  sy m bo l o f  national 
sp irit and  thus ca lled  fo r the  p reservation  o f  the national heritage . T hese  
con flic ting  a ttitudes tow ards C hinese art and cu ltu re  revealed  the  com plex  and 
con tested  ch a rac te r o f  the  new ly-fo rm ed  art field  in  early  tw en tie th -cen tu ry  
C hina. T h is  co n trad ic to ry  fea tu re  w as also m an ifested  in X u  B e ih o n g ’s artistic  
creation  and  though ts. T h e  W estern  and revo lu tionary  p e rsp ec tiv e  o f  the 
p ro g ressiv e  in te llig en ts ia  on  the fo rm ation  o f  fine art in  C h in a  ex erted  a 
p ro found  im p ac t on X u B e ih o n g ’s asp irations to pursue  art s tud ies in F rance, and
305 Cai, ‘Guoli meishu xuexiao chengli ji kaixueshi yanshuoci’, p. 76.
306 Chen, Chumo lish iyu  jinru Wusi, pp. 135-156.
307 Beijing daxue rikan, 1 June 1918.
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on h is ad h eren ce  to W estern  rea lism  as the reso lu tion  to the re juvenation  o f  
C h inese art. A t the  sam e tim e, the re la tive ly  conservative  v iew  o f  art as a  m irro r 
o f na tional essence  sheds som e ligh t on  X u B e ih o n g ’s seem ing ly  abrup t tu rn  to 
C hinese in k  p a in tin g  from  the 1930s, w hen he qu ick ly  b ecam e a p a in te r w ith  
national fam e on  accoun t o f the strong  national sp irit revealed  in  his ink 
pain tings.
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3.2 An Institution for the Creation of the Art Field: The Beijing 
University Painting Research Society
To p u t h is id ea  o f  aesthetic  education  in to  practice, C ai Y uanpei w as active 
in  o rgan ising  art societies in  B eijing  U niversity . T he  B eijing  U n iv ersity  M usic  
S ociety  and  th e  B e ijin g  U n iversity  C allig raphy  R esearch  S oc ie ty  w ere  b o th  
estab lish ed  in  1917; and the B eijing  U niversity  P ain ting  R esearch  S ocie ty  in 
19 1 8.308 C ai Y uanpei had  the idea o f  estab lish ing  the P ain ting  R esearch  Socie ty  
on the occasion  w hen  C hen  S h izeng  w as inv ited  to  g ive a speech  on  Q ing 
p a in ting  a t B e ijing  U n iversity  on 1 N ovem ber 1917.309 T h e  P a in ting  R esearch  
S ociety  w as then  fou n d ed  on 22 F eb ruary  1918 and  con tinued  to p u b lish  its new s 
in  the u n iv e rs ity  new spaper, the U niversity  D a ily , fo r ov er ten y ears .310 A  
p repara to ry  m eetin g  o f  the  Society  w as held  on  20 February  1918, a t w hich  it 
was s ta ted  th a t its a im  w as to gather toge ther peop le  sharing  the sam e in te rest in 
art to im p ro v e  th e ir  p a in tin g  skills and  their sense o f beauty. T h e  Socie ty  
consisted  o f  tw o sections, national pain ting  sec tion  (benguohua  Tfclislift) and 
foreign  p a in tin g  sec tion  (w aiguohua  ^ f i l l i f l ) .311 Several pa in ters  w ere  em ployed  
to  teach pa in tin g , g ive lectures, and  m oun t exh ib itions.312 T he tu to rs o f  the 
national p a in tin g  sec tion  w ere those active in the con tem porary  B eijing  C hinese  
art w orld. C h en  S h izeng  and H e L iizhi C M M kL* 1861-1938) taugh t C h inese 
landscape and  flo w er pain ting . In addition , C hen  Shizeng  w ou ld  give speeches 
once a m o n th  and  H e L iizhi tw ice a m on th .313 Tang D ingzh i (WjaEikL
308 Chen, Chumo lishi yu jinru Wusi, pp. 135-156.
309 Wang Yuli 3EISjX ‘Beijing daxue huafa yanjiuhui shimo’
‘History of the Beijing University Painting Research Society’, Taipei shili meishuguan xiandai 
meishu shuangyuekan la ; | t i f f I I U  Tlf, 79 (1998), pp. 58-69 (pp. 63-64).
310 The Painting Research Society first published its news in the University D aily on 5 February 
1918, stating its establishment under Cai Yuanpei’s directorship. From that time the Society 
continued to publish its activities in the University Daily till at least 1930. The University Daily 
ceased publication in 1932.
311 Beijing daxue rikan, 26 February 1918.
312 Beijing daxue rikan, 9 & 11 March 1918.
313 For a short account of Chen Shizeng and He Liizhi as well as their relationship with the
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1878-1948) taugh t C hinese landscape pain ting  and gave speeches fo rtn igh tly .314 
T he fo re ig n  pain tin g  sec tion  had  fo u r tutors. L i Y ishi ( ^ § £ d r ,  1881-1942)
•3 1  ^ . . .
taught w a te rco lo u r and  p encil draw ing . Q ian D aosun  ( t g f g ^ i )  and B ei Jim ei 
( j l ^ j j i )  gave lec tu res on  W estern  art sporadically .316 X u  B eihong  taugh t 
w aterco lour, and he also taugh t figu re  pain ting  in  the national p a in tin g  section . 
T his d em onstra tes that X u B e ih o n g ’s early  artistic  accom plishm ents p resen ted  a 
hybrid  sty le. X u B e ih o n g ’s ach ievem ents and social status w ere apparen tly  no t as 
sign ifican t as those  o f  o th er na tional pain ting  tu tors, so he w as no t inv ited  to give 
advertised  fo rm al speeches. N onetheless, he p rov ided  tu toria l tim e  accord ing  to 
his s tu d en ts’ needs. It appears th a t X u  B eihong w as asp iring  and d ilig en t at the 
Society.
In th e  firs t year o f  its estab lishm ent, the S o c ie ty ’s new s o ften  appeared  in 
the U niversity  D a ily . It appeared  around  13 tim es in A pril, 17 tim es in  M ay, 14 
tim es in June , and 17 tim es in  O ctober 1918.317 T he new s inc luded  
advertisem ents fo r recru itin g  new  m em bers; tim etables o f  courses and  lectures;
Beijing art world, see Xue Yongnian ‘Minguo chuqi Beijing huatan chuantongpai de
zairenshi’ iH:)7j f c J r t I : l 9 S - l S I S ) ; , ‘Re-examination of Traditional Painting Styles 
of Artists in Beijing of the Early Twentieth Century’, in Quyu. yu wangluo ~ Jin qiannian lai 
Zhongguo meishushi yanjiu guoji xiteshu yantaohui lunwenji
1 3  PJk ^  I iff p 4 1U  itira , ‘Region and Network -  A Collection of Papers from the 
International Academic Research Conference on the Study of Chinese Art History over the Last 
One Thousand Years’ (Taipei, 2001), pp. 579-604.
354 Tang Dingzhi built his fame in traditional Chinese painting. He was active in the Beijing art 
world and had a few famous students, including the renowned actors Mei Lanfang and Cheng 
Yanqiu, and the Minister of Foreign Affairs Ye Gongchao Yun Ruxin ed.,
Minguo shuhuajia huizhuan fX: ‘An Index of Traditional Artists of the Republican
Era’ (Taipei, 2005), p. 244. .
315 Li Yishi was among the earliest Chinese students pursuing art studies in Europe. He studied 
painting in Glasgow in 1907. After returning to China, he won fame in the art world by painting 
Chinese historical themes in the style of Western realism. Lin, Zhongguo youhua bainianshi, pp. 
123-124.
316 Qian Daosun was born in 1887, He studied in Japan and then taught foreign language and 
literature at Beijing University. Bei Jimei was Bei Shoutong (MiHN). He was born in 1878 and 
was professor of the engineering faculty of Beijing University. Gao, Cai Yuanpei wenji: Meiyu, p. 
78.
317 Some news, in particular the lectures given by the Society’s tutors and Cai Yuanpei, was 
published in the newspaper in serialised form. In these cases, I count that kind of news has 
appearing once in the press.
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conten ts o f  speeches and  talks; m eetings and gatherings; ex h ib itions and o ther 
artistic  ac tiv ities. T he  ta lks given by  the S o c ie ty ’s tu tors w ere  o ften  to  be read  in 
the U niversity  D a ily , and  the con ten ts o f  the talks w ere genera lly  pub lish ed  in 
seria lised  fo rm  and thus each  con tinued  to appear in  the n ew spaper fo r several 
days. In the firs t year, C hen  S h izeng  gave talks on H uihua  yuanyu  sh iyongshuo  
I5A ‘O n H ow  P ain ting  O rig inated  w ith  P rac tica l U tility ’),
Q ingdai huahu i zhi p a ib ie  ('/tf f ^ j - \ - '//R$ (J, ‘S chools o f  Q ing  F lo w er 
P a in tin g ’), Q ingdai zh i shanshu ihua  , ‘Q ing  L an d scap e
P a in tin g ’), D u iyu  p u to n g  jia o sh o u  tuhuake zh i y ijian  ( ia  1^i f ! P-l
S M i, ‘O pin ions on the G eneral P ain ting  C ourse in  S ch o o ls’); T ang  D ingzh i on 
C hinese landscape p a in tin g  m ethods; Q ian D aosun  on H e w ei m ei ( M i l i t ,
‘W hat Is B eau ty ? ’); H e  Liizhi on Z hongguo  shanshu ihua  tan  ( 4 3@l[A[7j<lil§&, ‘A 
Talk on  C h inese  L andscape  P a in tin g ’) and how  to im itate  ancien t m asterp ieces;
Li Y ishi gave a b rie f  accoun t o f  W estern pain ting , entitled , X ihua  liieshuo  
lli&gft); F en g  H anshu  1 8 8 1-?) prov ided  his com m ents on  lite ra ti and
pro fessiona l pa in ting , a b rie f  accoun t o f C hinese pain ting  h isto ry  and  the 
d ifference  b etw een  C h inese  and  W estern  pain tin g .318 X u B eihong  gave talks on 
‘B eau ty  and  A rt in P a in tin g ’, ‘C om m ents on the Pain ting  and  C allig raphy  
C ollec tion  in  the  W enhua P a lace ’ and ‘M ethods for the  Im p ro v em en t o f  C hinese 
P a in tin g ’.319 A fte r X u B eihong  left fo r Paris in 1919, G ai D ash i D r
K ats) succeed ed  h im  to  teach  oil pain ing  and Z heng  Jin  1892-1959)
318 Beijing daxue rikan, 20 &  22 April, 15 May, 1-17 Junel918 and 10-11 January 1919; 15-16 
April and 14 June 1918; 27 & 29-30 April 1918; 4, 6, 7 & 16 May 1918; 14 May 1918; 26-27 
April 1918. Feng Hanshu was not included in the list of the teaching staff of the Society which 
was published in the University D aily on 26 February 1918; nonetheless, Cai Yuanpei’s statement 
of ‘the Objective of the Beijing University Painting Research Society’ '/S w e ll's  
MU) indicted that Feng Hanshu had been on the teaching staff from the beginning. Feng Hanshu 
had studied in Japan and taught mathematics at Beijing University. He was also a calligrapher.
Cai Yuanpei, ‘Beijing daxue huafa yanjiuhui zhiqushu’, in Gao, Cai Yuanpei wenji: Meiyu, pp. 
77-79.
319 Beijing daxue rikan, 23 April and 10-11 & 23-25 May 1918.
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taugh t w ate rco lou r.320
In  add ition  to teach ing  pain ting , the Pain ting  R esearch  S ocie ty  also 
o rgan ised  exh ib itions and elegan t gatherings to  im prove s tu d en ts’ ability  in art 
apprecia tion . E xh ib iting  p riva te  co llections w as listed  in the S o c ie ty ’s 
constitu tion ; C ai Y uanpei appo in ted  Feng  H anshu  to push  ahead  w ith  this idea in 
his sp eech  at the  S ociety .321 In A pril 1918, X u B eihong and B ei J im e i took  the 
S ociety  to  see an exh ib ition  o f  the w orks o f  the R ussian  artis t L ad o v le ff [sic] at 
the R u ssian  E m bassy .322 In M ay 1918, the  Society  held  th ree re la ted  activ ities, 
in c lud ing  d isp lay ing  Z hang  W eisan’s 240 vo lum es o f  X ia o w an liu tang
shanm ian  daguan  (/J ^  f i l l }  A 'l l i> ‘X iaow anliu  S tu d io ’s C om prehensive  
C o llec tion  o f  Fan  P a in tin g s’) and S ong  hand  scrolls; pay ing  a v isit to the 
In stitu te  fo r  E xh ib itin g  A ntiqu ities; C ai Y uanpei, L i Y ishi and X u  B eihong  also  
held  a m eeting , in  w h ich  they  show ed their p a in ting  ca ta lo g u es.323 Som e articles 
and ta lk s  re la ted  to these  activ ities, such  as S heng  B o x u an ’s E sh iguan
canguan ji ‘A  V isit to the E xh ib ition  at the R ussian  E m b assy ’),
L ai J ig en g  (5f5?pj|g) and X u B e ih o n g ’s op in ions on  the exh ib itio n  o f  the In stitu te  
fo r E x h ib itin g  A ntiqu ities w ere pub lish ed  in the U niversity  D a ily  and  the 
S o c ie ty ’s m agazine, P ain ting  M isce llany  (.H uixue zazh i f|jfp^ff;!,i>).324 In 
add ition  to  v isiting  exh ib itions, the S ocie ty  m em bers also  o rgan ised  the ir ow n 
exh ib itio n s to d isp lay  th e ir w orks a long  w ith  C hinese pain tings and the
320 Dr Kats was a Belgian. He was a little-known person in the Chinese ait discourse of his day. 
His name first appeared in the University D aily in November 1918 because Qian Daosun and Li 
Yishi led the Society to see his individual exhibition, held in the Austrian military camp in China. 
Later his name was listed among the teaching staff of the Society in January 1919. On Dr Kats, 
see Beijing daxue rikan, 27 November and 5 December 1918, and 18 January and 15 February 
1919. Zheng Jin studied art in Japan. He was appointed director of the National School of Fine 
Art in 1918, and was invited to teach at the Painting Research Society from February 1919.
321 Cai, ‘Zai Beijing daxue huafa yanjiuhui shang de yanshuoci’, p. 86.
322 Wang, ‘Beijing daxue huafa yanjiuhui shimo’, pp. 66-67.
323 Beijing daxue rikan, 1 & 7-8 May 1918.
324 Sheng Boxuan, ‘Eshiguan canguanji’, Huixue zazhi, 1 (1920), pp. 7-8. Lai Jigeng, 
‘Wenhuadian canguanji’ ‘A Visit to the Wenhua Palace Exhibition’, Huixue 
zazhi, 1 (1920), pp. 1-6.
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callig raph ic  w orks o f  con tem porary  artists and p riva te  co llec to rs, such  as those  
from  the co llec tio n  o f  the em inen t artis t and collector, J in  C heng (tJzM , 
1878-1926), in the  cam pus art fa ir (youy i dahui W M 'JK 'm  ')- T he fa ir w as 
successfu l, a ttrac ting  m ore  than  one thousand  peop le  a  day.325 T h e  Socie ty  also 
con tinued  the  trad itiona l fo rm  o f  literati gatherings by o rgan ising  an e legan t 
ga thering  to  en joy  the  peony  b lossom s at B e ijin g ’s C hongxiao  T em ple 
# ) . 326 A t the gathering , X u B eihong  d rew  peony b lossom s; C hen  S h izeng  also 
m ade a p o em  a few  w eeks later.327 In addition, the S ocie ty  organ ised  a trip  to  the 
W estern  H ills  (X ish a n  |ZM[J_i) during  the sum m er vacation  in  A u g u st 1918, 
a ttem p ting  to develop  s tu d en ts’ keen  observational skills th rough  d raw ing  from  
nature. X u  B e ih o n g  led  the trip  and p rov ided  six  hours o f  courses a w eek .328
T he freq u en t artistic  activ ities o f  the  Pain ting  R esearch  S ociety  
co rresp o n d ed  w ith  C ai Y uanpei’s expectations stated  in  the  speeches w h ich  he 
gave to  the  Society. C ai Y uanpei critic ised  the fac t tha t the trad itional fo rm  o f  
p riva te  co llec tin g  w as an obstac le  fo r C hinese p a in te rs’ d eve lopm en t o f 
technique; h e  thus advocated  p u b lic ising  private co llec tions and o rganising  m ore 
exh ib itions in o rder to  allow  the pub lic  to  have access to  au thentic  w orks o f
329art. C ai Y uanpei’s op in ion  re flec ted  the rise  o f  exh ib ition  cu ltu re  in  C hina, 
w hich  w as m an ifested  in the estab lishm en t o f  the In stitu te  fo r E xh ib iting  
A ntiqu ities and in in te llec tu a ls’ p rom otion  o f the b u ild ing  o f  m useum s to 
p reserve  the  national heritage, such as advocated  by K ang  Youwei. M oreover, 
C ai Y uanpei took  a re la tive ly  neu tral s tance w hen he m ade  a com parison
325 Beijing daxue rikan, 21, 25 & 30 January and 6 February 1919.
326 Beijing daxue rikan, 10 May 1918.
327 Gong Chanxing HjUPI, ‘Chen Shizeng nianbiao1 ‘Chronology of Chen 
Shizeng’, Duoyun 6 (1984), p. 116.
328 Beijing daxue rikan, 6 August 1918.
329 Cai Yuanpei, ‘Zai Beijing daxue huafa yanjiuhui xiuyeshi shang de yanshuoci’
f f  ? £ tiTff Ift 5 -^1 ' / t h q j , ‘Speech at the end-of-term ceremony of the Beijing University 
Painting Research Society’, in Gao, Cai Yuanpei wenji: Meiyu, pp. 83-84 (p. 83).
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b etw een  C h in ese  and  W estern  art. H e argued  th a t the d ifferen t p a in tin g  m ethods 
in C hinese  and W estern  a rt resu lted  from  the ir d ifferen t cu ltu ral values. C hinese 
cu lture  re sp ec ted  m ora lity  and  thus C h inese pain ting  em phasised  th e  im ita tion  o f 
the v irtues o f  prev ious m asterp ieces. O n the  o ther hand, W estern  cu ltu re  valued  
science and  conseq u en tly  its pain ting  em phasised  draw ing  fro m  nature . C ai 
Y uanpei in d ica ted  th a t C h inese  pain ting  shou ld  assim ila te  the v irtues o f  W estern 
pain ting , as the  R ena issance  and R ococo pain tin g  o f  the  W est h ad  in teg ra ted  
C hinese e lem en ts .330 H is speeches at the Socie ty  apparen tly  ex erted  an  im pact 
on X u B e ihong . In  the  artic le  ‘B eau ty  and A rt in  P a in tin g ’, X u  B e ih o n g  
obv iously  re sp o n d ed  to C ai Y uanpei’s aesthetic  thoughts as d iscu ssed  in  the 
p rev ious sec tion  o f  this chapter. T he suggestion  o f e stab lish ing  m useum s and 
assim ila ting  the  v irtues o f  W estern art, w h ich  X u B eihong  p u t fo rw ard  in  the 
o ther tw o  talks w hich  h e  gave in  1918, reflected  the in fluence  fro m  K ang  Y ouwei 
as w ell as fro m  C ai Y uanpei. A lthough K ang  Y ouw ei’s in fluence  upo n  X u 
B e ih o n g ’s v iew  on  the reg ressive  situa tion  o f  presen t-day  C h inese  p a in tin g  was 
obvious, the re la tiv e ly  neu tra l fo rm ula o f refo rm ing  C hinese p a in tin g  b y  m eans 
o f  ‘keep ing  w hat is good  in  trad itional C h inese pain ting , and ado p tin g  w hat is 
appropria te  fo r C h ina  in  W estern  p a in tin g ’ w as closer to C ai Y uanpei’s attitude 
tow ards C h in ese  trad itio n .331 The title  o f  the  article, ‘M ethods fo r the 
Im p ro v em en t o f  C h inese  P a in tin g ’, po in ted  ou t that its pu rpose  w as to study  the 
pain ting  m ethods, ind ica ting  that the overall article responded  to  C ai Y uanpei 
m ore than  to  K ang  Y ouw ei.
In ad d itio n  to absorb ing  C ai Y uanpei’s thoughts and m an ifesting  them  in the 
d iscu rsive  space, X u  B eihong  w as also d iligen t in em body ing  th em  in  the 
concre te  fo rm  o f  his pain tings. H is draw ing  o f  peony  b lossom s at the  e legan t
330 Cai, ‘Zai Beijing daxue huafa yanjiuhui shang de yanshuoci’, pp. 85-86.
331 Xu, ‘Zhongguohua gailiang zhi fangfa’, p. 39.
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gathering  in  the  C hongx iao  Tem ple has a lready been  m en tioned  and  he  also 
pain ted  o ld  cyp resses and pines rea listica lly  during  the trip  to the W estern  H ills 
(Fig. 78) T h e  pain tings m odelled  on real scenes exem plified  his em phasis  on 
d raw ing  fro m  natu re , also seen in his talks at the Society .332 In  addition , his 
w aterco lou r pa in ting , B osh i tu  O f# © ® , 'F igh ting  w ith  a L io n ’), w as pub lished  
in  the firs t issu e  o f  P ain ting  M isce llany  in 1920 (Fig, 79). T he  pain tin g s o f 
cypresses, p ines and  lion  dem onstra ted  again  X u B e ih o n g ’s sk ill in  p ic to ria l 
realism . T h e  w ay in  w hich  X u B eihong  em ployed  ligh t and shade m ad e  the 
figure  in  F ig h tin g  w ith  a L io n  m ore lik e  a statue than  a person . F ig h tin g  w ith  a  
Lion  rev ea led  a strong  W estern  orien tation . T he sta tue-like fig u re  and  theatrical 
com po sitio n  p refigu red  X u B e ih o n g ’s penchan t fo r W estern  c lassic ism  and 
h istory  p a in tin g , as in his o il pain ting , N u li yu  shi (# X fH H Ili5 'S lav e  and L io n ’), 
w hich  w as execu ted  in 1924 w hen he w as studying  art at the  E co le  des N ationale  
S uperieu re  des B eaux-A rts  (Fig. 80).
A lth o u g h  X u  B eihong  only  stayed  at the P ain ting  R esearch  S ocie ty  fo r one 
year, new s o f  h im  frequen tly  appeared  in  the U niversity  D aily. It seem s th a t X u 
B eihong  a tten d ed  v irtually  all o f  the activ ities o f the  Society. B esides the  item s 
o f  new s a lread y  m entioned , X u B eihong  reported  on W u Z h ih u i’s ta lk  on art, 
w hich  w as p u b lish ed  in  the f irs t issue o f  P ain ting  M iscellany . In addition , he also 
held  sem inar’s w eek ly  and con tinued  to  tu to r during  the school h o lid ay s.333 A fter 
he re sig n ed  h is positio n  at the S ociety  in  January  1919, he  still don a ted  10 yuan  
(7C) to  th e  cam pus art fa ir in  F ebruary  1919, w hich  w as held  by  the  Socie ty  to 
ra ise  funds fo r its operation ; he donated  10 yuan  again  to the S o c ie ty  in  ano ther 
fund -ra is in g  ac tiv ity  held  in  June  1919, a sign ifican t am ount -  as m uch  as H u Shi,
332 Beijing daxue rikan, 28 June 1918.
333 Xu Beihong, ‘Xu Beihong ji Wu Zhihui xiansheng meishutan’
‘Xu Beihong’s Report on Wu Zhihui’s Talk on Fine Art’, Huixue zazhi, 1 (1920), pp. 2-4. Beijing 
daxue rikan, 5 December 1918.
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and tw ice  as m uch  as H e  L iizhi and Q ian  D aosun .334 X u  B e ih o n g ’s d iligence  at 
the S oc ie ty  b ro u g h t h im  m any  students. In  the au tum n te rm  o f  1918, there  w ere 
22  studen ts study ing  w aterco lou r w ith  X u B eihong and  4  study ing  C hinese  
figure  p a in tin g  w ith  h im . X u B eihong  received  a to ta l o f  26  students, a ro u n d  one 
th ird  o f  th e  w hole  m em bersh ip  o f the Society .335 In  the N ew  Y ear o f  1919, the 
S ociety  h e ld  a fa rew ell party  for X u  B eihong  at w hich  severa l tu tors gave talks: 
D r K ats ex p ec ted  X u  B eihong  to seek  verisim ilitude in  h is overseas stud ies;
C hen  S h izen g  en co u rag ed  X u B eihong  to com bine C h inese  and W estern  a rt and 
to becom e an in ternationally -accla im ed  painter; X u B eihong  h im se lf ta lk ed  o f 
how  he w as indeb ted  to  the Society, the institu tion  fo r p ro m o tin g  art, w h ich  
helped  C h in ese  artists to  sharpen their sk ills and becom e in ternationally  
co m p etitiv e .336 T h ro u g h o u t his career, X u B eihong  m ain ta ined  the sam e stance 
on art and  o n  the C h inese  pain ting  trad ition  w hich he had  taken  during  h is tim e 
at B eijin g  U niversity . T he  Pain ting  R esearch  Society  served  as a sign ifican t 
in stitu tion  to  fu lfil C ai Y uanpei’s aesthetic  ideals, and fo stered  th e  fo rm atio n  o f 
the art f ie ld  in  C h in a  by  m eans o f  lecturing , p u b lish ing  and  exhib iting . X u  
B e ih o n g ’s experiences at the Society  helped  h im  to partic ip a te  active ly  in various 
channels o f  artistic  p roduc tion  in the art fie ld  after he re tu rned  to  C h ina in  the 
la ter 1920s and  rap id ly  bu ilt his national fam e. H e c rea ted  h yb rid  and rea lis tic  
C h inese pain ting , pu b lish ed  productively , organised  in ternational C h inese 
p a in ting  exh ib itio n s, and in stitu tionalised  d raw ing  from  life  in to  C hinese  art 
education .
T he  P ain ting  R esearch  Society  d id no t p rom ote  art alone. It also
partic ipa ted  in  ex h ib itions held  by  o ther art societies. In  Jan u ary  1919, Yan
334 Beijing daxue rikan, 19 February and 3 June 1919.
335 Beijing daxue rikan, 24 October 1918.
336 Beijing daxue rikan, 9 January 1919.
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W enliang  1893-1988), la te r the d irec to r o f  S u zh o u  A rt Schoo l (Suzhou
m eishu  xu ex ia o  e stab lished  in 1922) then , w ho stud ied  art in
F rance  in  1927, o rgan ised  the  S uzhou  F ine A rt E xpositio n  (Suzhou  m eishu  ca ihui 
j ' H ® S i f r ) and inv ited  the m em bers o f  the P a in ting  R esearch  Socie ty  to  
exh ib it th e ir  w orks.337 T h e  objec tive  o f  the  E xposition  w as fo r art lovers to 
im prove one  an o th e r’s pa in tin g  sk ills, sharing a sim ilarity  w ith  the a im  o f the 
P ain ting  R esea rch  S ociety  and in respond  to those o f C ai Y uanpei. A  large 
num ber o f  w orks vary ing  in  sub jec t m atter, style and  m ed iu m  w ere d isp layed  at 
the E xpo sitio n . T he P ain ting  R esearch  S ociety  w as the on ly  art socie ty  ou tside 
the Jian g su  area  to  be inv ited  to exh ib it, and its m em bers con tribu ted  six teen 
w orks.338 N ew s o f  the e stab lishm en t o f  the F ine  A rt R esearch  S ocie ty  o f  Jiangsu  
P rov ince  (Jiangsusheng  m eishu  yan jiu h u i ) w as also
p u b lish ed  in  the U niversity  D a ily ,339 L iu H aisu , v ice-d irec to r o f  the  Society, 
sta ted  th a t the  aim  o f  the F ine A rt R esearch  Society  w as to  p rom ote  aesthetic  
education ; it also  a ttem pted  to re juvenate  the realistic  v irtues o f  C h inese  pain ting  
before  th e  S ong  D ynasty  by  m eans o f  draw ing  from  na tu re , the m ethod  w hich  
co n trib u ted  to  the  superio rity  o f  W estern  art. L iu H a isu ’s ta lk  ind ica ted  th a t the 
F in e  A rt R esearch  S ociety  w as estab lished  in  response to  C ai Y uanpei. Its 
m em bers in c luded  D ing  S ong ( T '$ L  1891-1972) and  Z h an g  Y uguang, b o th  o f 
w hom  w ere  active in  the S hanghai com m ercial art w orld . C ai Y uanpei’s 
p ro m o tio n  o f  aesthetic  education  changed  the landscape o f  the  C hinese  art w orld; 
he  fo stered  the b irth  o f a v igorous W estern ised  art field , w hich  accom m odated  
agents and  institu tions o f  d ifferen t circ les and  backgrounds. M oreover, the
337 The Suzhou Fine Art Exposition was set up in 1919 and then held expositions annually till at 
least 1935, Tsuruta Takeyoshi ed., Chugoku kindai bijutsu daiji nenpy 1 |:I
‘A Chronology of Big Events of Fine Ait in Modern China1 (Izumi, 1997), p. 16.
338 Beijing daxue rikan, 18 February 1919.
339 Beijing daxue rikan, 15 October 1918.
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in te lligen tsia  seem ed  to reach  a consensus on the p rom otion  o f  aesthetic  
education  and  on the rea listic  v irtues o f  W estern art a t tha t tim e. T hey  advocated 
refo rm ing  C h in ese  art by  m eans o f  institu tionalising  draw ing  from  nature, and so 
re juvena ting  the  rea listic  trad ition  o f  C h inese  pain ting . T his consensus also 
becam e X u  B e ih o n g ’s life long  belief.
T he  U niversity  D a ily  served  as an im portan t channel o f  a lliance  betw een  
d ifferen t a rt societies. T h ey  no t only  leg itim ised  the ir position  in  the art field  
th rough  the  U niversity  D a ily , bu t they  also  relied  on and com peted  w ith  each  
other. H av in g  C ai Y uanpei as director, the B eijing  U niversity  P a in tin g  R esearch  
S ociety  co n seq u en tly  p layed  a crucia l ro le  in the field . It ran  successfu lly  from  
the firs t y ear o f  its estab lishm ent. Its m em bersh ip  kep t increasing  in  nu m b er so it 
m oved  to  b ig g er p rem ises and appoin ted  an adm in istra to r in  the  au tum n term  o f 
1918.340 In 1919, the  second  year o f  its estab lishm ent, the S oc ie ty  suspended  its 
activ ity  fro m  M ay  due to  the  M ay  F ourth  M ovem en t.341 Its opera tio n  re tu rned  to 
norm al in  O ctober, In  1920, the Society  changed  its nam e sligh tly  to H uafa  
yan jiu suo  (ll§:yl4;)TAf Ur, ‘T he P ain ting  R esearch  In s titu te ’).342 Its new s appeared 
often  in  th e  U niversity  D a ily  again, as it had  done in 1918. T h e  tim etab le  w hich  
w as ann o u n ced  in the U niversity  D a ily  on 15 A pril 1920 revea led  tha t its s ta ff 
becam e larger. B o th  sections p rov ided  courses daily  from  M o n d ay  to  Saturday; 
the tu tors o f  the national pain ting  section  com prised  H e L iizhi (landscape), Tang 
D ingzhi (landscape), H u P eiheng  (i^ fflJlT , 1891-1962, landscape), S heng 
B oxuan  (flow er) and Tang Junbo  ( H ^ f S ,  flow er); the fo re ign  pain tin g  section 
included  Z h en g  Jin  (w aterco lour), D r K ats (e lem entary  o il p a in tin g  and  charcoal 
draw ing), W u X inw u 1883-1924, charcoal d raw ing) and H eng  W eigong
340 Beijing daxue rikan, 22 October and 18 November 1918.
341 Beijing daxue rikan, 25 September 1919.
342 Beijing daxue rikan, 19 January 1920. .
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( § f [ f £ H .343 N evertheless, the talks g iven  by  the tu tors w ere  se ldom  pub lished  
in  the U niversity  D a ily , perhaps due to  the issu ing  o f  the S o c ie ty ’s o w n  m agazine, 
P ain ting  M isce lla n y , in  June  1920. T he art-re la ted  articles p u b lish ed  in  the  
U niversity  D a ily  in  1920 w ere C ai Y uanpei’s ‘O rig in  o f A r t’, the  C h inese  
transla tion  o f  E rn est F. F en o llo sa ’s book , Z hongguo  R iben  m eishu  fe n q ish i  ( ^ f f l  
0  ‘E pochs o f  C hinese and Japanese  A it’), and  C. B a y e t’s book ,
M eish u sh i ‘A lt  H isto ry ’).344 T he  Pain ting  R esearch  S o c ie ty  apparen tly
a ttem pted  to tu rn  itse lf  into a pro fessional pa in ting  institu te , w hile  the  U niversity  
D aily  b ecam e  pu re ly  a d iscursive  space fo r art theories. T h e  con tinuous 
pub lish in g  o f  a it h isto rica l w ritings in the  U niversity  D a ily  re flec ted  an im portan t 
ph en o m en o n  w hereby  the form ula tion  o f art h istory  attrac ted  the in te rest o f  
C hinese artis ts  and in tellectuals. W riting  and  translating  books on  C hinese  art 
h istory  reach ed  its zen ith  in the 1920s and  1930s, Jiang  D an sh u ’s M eish u sh i 
‘A rt H is to ry ’), pub lished  in 1917, w as the first C h inese  accoun t o f  art 
h istory  in  th e  m odern  era. H e argued that W estern art cu lm inated  in Italy, and 
E astern  a rt in  C h in a .345 F eno llosa  in  his w riting  on C h inese  art h isto ry  argued 
that the S o n g  d ynasty  w as the ideal period  o f  C hinese art.346 T h e ir v iew s o f  the 
h isto ries o f  C h inese  and  W estern art co inc ided  w ith  the h igh  p ra ise  th a t was 
given to Ita lian  R enaissance  art and to C h inese  S ong pain ting , w h ich  w as 
pervasive  am ong  the in te lligen tsia . T his p erspective  rem ained  in  subseq u en t
343 Beijing daxue rikan, 15 April 1920. Hu Peiheng was a renowned traditional painter active in 
the Beijing art world. He was appointed chief editor of Painting Miscellany. For his career at the 
Society, see Wang Yuli, ‘Huixue zazhi yanjiu’ ‘A Study on Painting Miscellany’,
Taipei shili meishuguan xiandai meishu shuangyuekan, 82 (1999), pp. 48-61 (pp. 58-60). Wu 
Xinwu was Wu Fading (^]£|ff|), who studied oil painting in France. In addition to the Painting 
Research Society, he also taught at the National School of Fine Art. Later he also taught at the 
Junior College of Fine Arts in Shanghai. Thus he often journeyed to and fro between Beijing and 
Shanghai. He worked as tutor in the Painting Research Society till he died in 1923 on a journey 
to Shanghai.
344 Cai Yuanpei’s article was published in serialised form from May to June 1920; Fenollosa’s 
from July to September 1920; Bayet’s from October 1920 to April 1922.
345 Shao, ‘Xixue “meishushi" dongjian yibainian’, pp. 110-111.
346 Beijing daxue rikan, 31 July 1920.
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w ritings on  C h inese  art history, such  as those  o f Teng G u (Jfjjllll. 1901-1941), the 
first p ro fessio n a l art h isto rian  in  C hina, and in  X u B e ih o n g ’s am b itions for 
reconstruc ting  the rungs o f  the  C hinese art ladder, w hich  had  been  dom inated  by 
the lite ra ti ph ilo sophy .347
T h e  D a ily  N ew s  con tinuously  pub lished  new s about o ther a rtis tic  activ ities 
ou tside th e  cam pus. A  repo rt abou t an exh ib ition  o f the H uayin  h uahu i Cfbli?!!:
^§f, T h e  P a in tin g  Socie ty  o f  H u ay in ’) s ign ified  a c lose re la tio n sh ip  betw een  the 
B eijing  U n iv e rsity  P ain ting  R esearch  S ociety  and the P ain ting  S ocie ty  o f  H uayin , 
because  m an y  o f  the tu tors in  the P ain ting  R esearch  Socie ty  w ere  also  m em bers 
o f the P a in tin g  Socie ty  o f  H uayin  and  thus partic ipated  in the exh ib ition ; these 
inc luded  Z h en g  Jin , Li Y ishi, W u X inw u and C hen  S h izeng , a long  w ith  
renow ned  pain te rs  o f  trad itional pain ting , including Yao H u a  1876-1930),
W ang M en g b ai (TE l^lzL  1888-1934), and X iao W uquan 1865-1948).348
T he P a in tin g  Socie ty  o f H uay in  shared  a g reat sim ilarity  w ith  the P ain ting  
R esearch  S o c ie ty  in  its ob jec tive  and its program m e. Its a im  w as also  to  p rom ote  
art th rough  s tu dy ing  C hinese  and W estern  pain ting  m ethods. Its sum m er school 
also co m p rised  tw o sections, C h inese  pain ting  and W estern  pain ting ; each 
section p ro v id ed  a com plete  system  o f  courses from  e lem en tary  to  advanced, 
ca tering  fo r  studen ts o f  d ifferen t levels .349 T he Pain ting  S o c ie ty  o f  H uayin  
apparen tly  a ttem p ted  to serve as a m ore  professional pa in ting  institu te . M oreover,
347 Teng Gu, Zhongguo meishu xiaoshi ‘A Concise History of Chinese Art’
(Shanghai, 1939), This book was first published in 1926. On Teng Gu, see Shao, ‘Xixue 
“meishushi” dongjian yibainian’, p. 111.
348 jBeijing daxue rikan, 8 June 1920. Chen Shizeng resigned from the Painting Research Society 
in October 1918. Beijing daxue rikan, 25 October 1918. Yao Hua gained jinshi degree in 1904 
and then studied politics in Japan. He, with Chen Shizeng and Jin Cheng, was a leading figure of 
the Beijing art world. Wang Mengbai was also an influential figure in traditional art circles in 
Beijing, For their significance, see Wan Qingli, ‘Nanfeng Beijian: Minguo chunian nanfang 
huajia zhudao de Beifang huatan’ j^JIULtr : ‘The 
Southern Painting Style in Beijing: The Leading Figures of Beijing Painting Circle in Early 
Republic Years’, in Wan, Wan Qingli meishu wenji, pp. 139-161.
349 Beijing daxue rikan, 4 & 18 June 1920.
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the e stab lishm en t o f  the  P ain ting  Socie ty  o f  H uayin  reflec ted  the fac t tha t 
pain ters o f  d ifferen t g roups and backgrounds sough t to form  ties o f  a llegiance, 
th rough  w h ich  th ey  gradually  shaped  a d istinc tive  art field , w h ich  w as 
d ifferen tia ted  fro m  the literary  field . In o ther w ords, the art fie ld  w as 
increasing ly  dom in a ted  by  actual artists instead  o f w riters.
In 1921, the  P a in tin g  R esearch  Socie ty  changed  its nam e fro m  H uafa  
yan jiu suo  back  to  its  o rig inal H uafa  ya n jiuhu i.350 D uring  this year, the  S o c ie ty ’s 
v isib ility  d ropped  sh arp ly  because the U niversity  D a ily  ceased  pu b lica tio n  from
c 1
M arch  to  Ju ly  1921 due to  financial difficulty. B esides this ex te rna l reason, 
the Socie ty  itse lf  b ecam e stagnan t.352 N ew s o f  the S ociety  o n ly  appeared  tw ice 
in  the U niversity  D a ily  befo re  M arch  1921, and  then four tim es each  in 
N ovem ber and D ecem ber. N evertheless, C ai Yuanpei still m ain ta ined  his 
m o m en tu m  in p ro m o tin g  art. In  F eb ruary  1921, seven talks g iven  b y  C ai Y uanpei 
w ere pub lished  in  the  U niversity  D aily , and four w ere cen tred  on  art, includ ing  
‘T he E v o lu tion  o f  A r t’, M eixue de jin h u a  'T h e  E v o lu tio n  o f
A esth e tic s’), M eixue de y a n jiu fa n g fa  -fir|Yj{iff^~Jjflk, ‘M ethods o f  S tudying
A esth e tic s’), and M eish u  yu  kexue de guanxV  ( f  1^ 714*1 , ‘T he
R ela tionsh ip  b e tw een  A rt and  S c ien ce’), "  In  addition , new s ab o u t the Suzhou 
F ine  A rt E x p o sitio n  w as con tinuously  pub lished  in the U niversity  D a ily ; fo r 
exam ple, the  fact th a t L iu  H aisu  w as go ing  to m ake a speech  on X ia n d a i hu ihua  
de x inq u sh i  1 1 1 l 4 j 0 T , ‘N ew  T rends o f M odem  P a in tin g ’) on 10
January  1922.354 T h e  activ ity  o f  the S hanghai art w orld  seem in g ly  also 
m ain ta ined  its m om entum .
350 Beijing daxue rikan, 9 December 1920.
351 Beijing daxue rikan, 3 August 1921.
352 Beijing daxue rikan, 8 November 1921.
353 The seven talks were a series of speeches given by Cai Yuanpei in Hunan province. Beijing 
daxue rikan, 14, 15, 19, 21, 22, 24 & 25 February 1921.
354 Beijing daxue rikan, 23 & 24 December 1921.
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In 1922, B eijing  U n iversity  encoun tered  financial and adm in istra tive  
d ifficu lties in large p a rt due to  ex ternal po litica l tu rm o il.355 T h e  upheava l in the 
U n iversity  cu lm inated  in  O ctober 1922, w hen  C ai Y uanpei resigned , s ta ff  w ent 
on  strike, the  adm in istra tive  system  shut dow n, and the U niversity  D a ily  ceased 
p u b lica tio n .356 N ew s abou t the  P ain ting  R esearch  Socie ty  d id  no t appear in the 
U niversity  D a ily  from  Ju n e  1922. In N ovem ber 1922, the U n iversity  m an ag ed  to 
get b ack  to  norm al and p lanned  to ce lebra te  its 2 5 th anniversary  in  D ecem ber.
T h e  ce leb ra tio n  p ro g ram m e included  an exh ib ition  d isp lay ing  w orks b y  m em bers 
o f  the  P a in tin g  R esearch  Society .357
In 1923, the P a in ting  R esearch  S ociety  and the  C allig raphy  R esearch  
S oc ie ty  w ere  un ited  as a sing le  society  nam ed  Zaoxing  m eishu  ya n jiu h u i
‘T he P lastic  A rt R esearch  S o c ie ty ’).358 T he teach ing  sta ff  inc luded  
C hen  Sh izeng , Yao H ua, H u P eiheng, S heng  B oxuan, W u X inw u, Z heng  Jin, 
C hen  Q im in  as w ell as the fam ous callig raphers M a  S hup ing
1881-1955) and  S hen  Y inm o ( t f c p ’ifc, 1883-1971); M a  S h up ing  w as a lso  a 
renow ned  ep ig rapher and w as appo in ted  d irecto r o f  the B eijing  P a lace  M useum  
from  1934 to 1955. T h e  courses com prised  C hinese landscape pain ting , 
b ird -an d -flo w er pain ting , seal cu tting  and calligraphy, as w ell as W estern  
w a te rco lo u r and oil pain ting . T he tutors o f  W estern p a in ting  also  tau g h t at the 
A p o llo  S oc ie ty  {Aboluo xu eh u i w hich  w as estab lished  in  D ecem ber
1922.359 T he  A pollo  Socie ty  had  ten teachers, inc lud ing  the fo rm er tu to r o f  the 
B eijing  U n iversity  P a in tin g  R esearch  Society, Li Y ishi. It m anaged  to be  a 
p ro fessio n a l art institu te , s ta ting  that its aim  was to teach  W estern  p a in tin g  and to
335 Beijing daxue rikan, 20 March 1922.
356 Beijing daxue rikan, 19 October 1922.
357 Beijing daxue rikan, 17 December 1922.
358 Beijing daxue rikan, 18 April 1923.
359 Beijing daxue rikan, 26 December 1922.
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tra in  p ro fessio n a l artists. T herefore, it  o n ly  accepted  m em bers w ith  art 
certificates. Its sum m er school prov ided  courses fo r those w ho w an ted  to 
develop  th e ir W estern  pa in ting  skills and  those  w ho w anted  to  b e  a rt teachers. Its 
W estern  p a in tin g  courses included  pencil draw ing, charcoal d raw ing , 
w ate rco lou r and o il p a in tin g .360 T he s tructu re  and p rog ram m e o f  th e  A pollo  
Society  rev ea led  th a t W estern  art had  successfu lly  en tered  B eijing , the p lace  
w hich w as co n sid ered  to be the strongho ld  o f trad itional C h inese  pain ting . 
M oreover, its courses dem onstrated  tha t W estern  art had  in creasin g ly  m atu red  in 
C hina. In  te rm s o f  th e  essence o f  W estern  pain ting , the figu re  w aterco lours o f 
ca lendar p o s te r  pa in ting , w hich  w ere pop u lar in  the  com m ercia l m arket, w ere 
g radually  rep laced  b y  draw ing  from  na tu re  and oil pa in ting . T he P lastic  A rt 
R esearch  S oc ie ty  and  the A pollo  S ociety  com bined  to fo ste r the m atu rity  o f  the 
art field  in  C hina, the  fie ld  w hich  w as based  on W estern concep ts o f  fine  art and 
aesthetics. W h ile  the  p rofessional in stitu te  o f W estern art, the  A po llo  Society, 
w as estab lished , a com plete  unified  in stitu te  o f C h inese  art w as a lso  form ed 
through  the co n so lid a tio n  o f  the pain ting  and ca llig raphy  socie ties at B eijing  
U niversity . T h e  co m bina tion  o f C h inese pain tin g  and  ca llig raphy  in  a sing le  
society  w o u ld  p ro v id e  a com plete  system  o f  C hinese art education , and m ain ta in  
the p ivo ta l ro le  o f  ca llig raphy  in C h inese  pain ting . Furtherm ore , com bin ing  
C hinese p a in tin g  and  ca llig raphy  under th e  nam e o f  p lastic  art dem o n stra ted  
trad itional p a in te rs ’ endeavours to m odern ise  trad itional C h inese  pain ting . W ith  
the in c reasin g  com pleteness o f W estern  a rt learn ing  in  C hina, and  the gradual 
m odern isa tion  o f  C h inese  pain ting  in W estern  term s, the art f ie ld  in  C hina 
reached  m atu rity  and p resen ted  its s ingu lar com plexity  and  d iversity .
T h ro u g h  teach ing , exhib iting , co llecting , and pub lish ing , the  B eijing
360 Beijing daxue rikan, 11 June 1923.
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U niversity  P a in ting  R esearch  Society  p resen ted  artistic  ac tiv ities in  the dom ain  
o f  fine  art, w ell beyond  the u tilitarian  in terests tha t had  been  assigned  to art in 
the Q ing  period . It thus served  as an im portan t institu tion  to em body  Cai 
Y uanpei’s art ideals and  helped  the fo rm ation  o f  an art fie ld  in C hina. T his art 
field , w h ich  w as stru c tu red  in W estern term s, helped  to ra ise  the  im portance  o f 
W estern  pain tin g  in  C hina. W estern art w as able to  be  p e rce iv ed  in  its ow n  term s. 
Its e ssence  w as acknow ledged  and its p ractice  w as considered  as the  b e tte r 
fram ew ork  fo r learn in g  pain ting . W estern art thus gradually  transferred  from  
being  a popular' p rac tice  in the com m ercial m arke t to  a leg itim ised  su b jec t in the 
academ ic fie ld . B y con trast, C hinese pain ting  had  to re-define  its iden tity  w ith in  
this p ro -W estern  fram ew o rk  o f art w hich  p resen ted  som e po in ts  o f  con flic t w ith  
trad itional C h inese  art, such  as the learn ing  dev ices, sub jects and  s tandards o f art. 
T he sh ifts o f  nam es and  program m es o f the Pain ting  R esearch  S oc ie ty  
d em onstra ted  the efforts w hich  C hinese pain ting  had  m ade to  adap t itse lf  to this 
new ly -fo rm ed  a it field . C allig raphy  and pain ting , used  to be  term ed  shuhua  ®  
1 1 ), had  fo rm ed  a set o f  practices in  trad itional C h inese pain ting . N onetheless, 
they w ere  d iv ided  in to  tw o separate associations w hen  the P ain ting  R esearch  
S ociety  and  th e  C a llig raphy  R esearch  S ociety  w ere estab lished  re spec tive ly  at 
B eijing  U n iv ersity  in resp o n se  to the p rom ulgation  o f m eishu. A lth o u g h  these 
tw o societies w ere la te r consolidated , they  used  ‘p lastic  a i t ’, in stead  o f 
‘ca llig raphy  and  p a in tin g ’, as the new  nam e o f  this un ified  society. T hese  
ad justm en ts w ith in  trad itional C hinese pain ting  revealed  the fac t th a t the concept 
o f  fine  a rt m et w ith  b ro ad  acceptance in  C hina, and fu rther transfo rm ed  the 
nature  o f  th e  C h inese  a rt world. A n e w  W estern ised  art fie ld  w as thus estab lished , 
in  w hich  w ere  accom m odated  tw o com peting  system s o f  pa in ting , p resen ting  the 
singu lar d icho tom y  and  dynam ics in the art fie ld  o f  tw en tie th -cen tu ry  C hina.
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In 1923 and  1924, the  P lastic  A rt R esearch  S ocie ty  still ran  actively. N ew s 
o f its courses, exh ib itions and pub lica tions w as often  p u b lish ed  in the  U niversity  
D aily. N ev erth e less , this activ ity  w as no t as vigorous as it had  been  in the 1910s, 
because  th e  p o litica l situation  in B eijing  w as so d iso rderly  th a t it th rea tened  the 
opera tion  o f  the U niversity .361 N ew s abou t the A pollo  Socie ty  d id  no t appear in 
the U niversity  D a ily  a fter the first year o f  its estab lishm ent. C ai Y uanpei resigned  
again  fro m  B e ijing  U niversity  in  1927 and never re turned . M an y  in te llec tuals 
and artists also m oved  dow n to the S outh . W ith  new  academ ic institu tions o f  fine 
art es tab lish ed  in  the  sou thern  cities, such  as H angzhou and  N an jing , and w ith  
m ore and  m o re  students w ho  had s tud ied  in  E urope re turn ing , the landscape o f 
the art f ie ld  in C h ina  also changed. A ccom panied  by  the rise  o f  new  agencies, 
there  cam e in to  be in g  new  forces dom inating  the art field . A s a consequence, the 
s ign ificance  o f  the  art socie ty  at B eijing  U niversity  w as m arg inalised .
361 For example, Cai Yuanpei resigned again in 1923 due to his deep disappointment with the 
Beijing government. Beijing daxue rikan, 19-20 January and 30 June 1923..
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3.3 A Contested Art Field
T he jo u rn a l P a in ting  M iscellany  w as launched  in  June  1920. T h e  second  
issue w as p u b lish ed  in  January  1921, and the th ird  one in  N ovem ber 1921. H u 
P eiheng  w as the  c h ie f  editor. It gained popu larity  from  the beg inn ing . T he  
outlets w here  it w as stocked  increased  from  one to six  w hen  the seco n d  issue 
w as pub lished , and  fu rther spread to S hanghai and T ian jin  w hen  the th ird  one 
w as issu ed .362 T h e  talks addressed  by C ai Yuanpei and  the tu tors o f  th e  Pain ting  
R esearch  S o c ie ty  m ade up  the largest part o f  P ain ting  M iscellany . C a i Y uanpei’s 
talks on art, w h ich  w ere  pub lished  in  the U niversity  D a ily , w ere also  co llec ted  in 
the P a in ting  M isce lla n y , talks such as his ‘O rigin o f  A r t’ in  the  firs t and  second  
issues; ‘T h e  E v o lu tio n  o f A rt’, ‘T h e  E volu tion  o f A esth e tic s’, ‘M ethods o f 
S tudying  A esth e tic s’ and ‘T he R elationsh ip  betw een  A rt and  S c ien ce ’ in  the  third 
issue. T he tu to rs ’ lectures, along w ith  the S o c ie ty ’s exh ib itions and gatherings, 
w hich  w ere  p u b lish ed  in  the U niversity  D a ily  w ere co llec ted  in the P ain tin g  
M isce lla n y  as w ell. S om e tu tors con tribu ted  m ore articles, such as C h en  
S h izen g ’s W enrenhua de jia zh i  ‘T he Value o f  L itera ti P a in tin g ’,
second issue), and  Z honguohua  shi j in b u  de  ‘C h inese
P ain ting  Is P ro g re ss iv e ’, th ird  issue); W u F ading pub lish ed  H elan  h u a sh i 
R em b ra n d t zh i lish i (S IM  if t fiifjlriA $ |S R em brand t A M  A ,  ‘A n A cco u n t o f  the 
D utch  P a in te r R em b ran d t’, first issue), and X ih ua jia  Leonardo  da  Vinci 
1452-1519  zh i lish i  L eonardo  da V inci 1452-1519 A J H £ ,
‘A n A cco u n t o f  the  W estern  painter, L eonardo  da V inci, 1452-1519’, second  
issue); D ian  D ao su n  in h is article, H ua  xing  ( M M ,  ‘Form  in P a in tin g ’, th ird  
issue), tran sla ted  the firs t chap ter o f  the book , E ssen tia ls  in A rt, w ritten  by  the 
S w ed ish  h is to rian  o f  C h inese ait, O svald  Siren (1879-1966). In  add ition , the
362 Wang, ‘Huixue zazhi yanjiu’.
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talks g iven  b y  renow ned  figures, such  as W u Z h ih u i’s ta lk  on art, and Jin  
C h en g ’s speech  at B eijing  U n iversity  in  1919, w ere also  pub lish ed  in  the th ird  
issue o f  the  m ag az in e ,363 P ain ting  M isce llany  also pub lish ed  reports about 
sign ifican t events and  activ ities in  the art w orld , such  as the e stab lishm en t o f  the 
firs t N a tio n a l S chool o f  F in e  A rt in  B eijing  in 1918, the  S uzhou  F ine  A rt 
E xposition , and the 1917 B e ijing  E x h ib ition  o f C h inese  P ain ting  and  C alligraphy, 
w hich  w as reco rd ed  in  C hen  S h izen g ’s D uhua  tu  ( I j t l l l f i l ,  ‘S tudy ing  P a in tin g ’, 
1917) (F ig. 8 1).364 P ain ting  M isce llany  thus served as an effic ien t channel fo r 
the d is trib u tio n  o f  art thought, and as the epitom e o f  the art w orld.
X u  B e ih o n g ’s ta lk  ‘M ethods fo r the Im provem en t o f  C h inese P a in tin g ’ was 
p ub lished  in  the firs t issue  o f  P ain ting  M iscellany, a long  w ith  h is rep o rt on  W u 
Z h ih u i’s ta lk  and new s abou t his farew ell party. In ‘M ethods fo r the  
Im p ro v em en t o f C h inese  P a in tin g ’, X u B eihong  c ritic ised  the fac t th a t C hinese 
pain ters d id  no t develop  keen  observational skills. T h ey  fo llow ed  p icto ria l 
conven tions instead  o f  draw ing  from  nature. T herefo re, C h inese  pa in te rs pa in ted  
trees bu t cou ld  no t recogn ise  w hat trees they  w ere d ep ic tin g .365 X u B e ih o n g ’s 
a ttack  on th e  trad itiona lism  o f  C h inese pain ters w as refu ted  by  Tu F engyuan  
I I I t l ) ,  a lso  a m em ber o f  the P ain ting  R esearch  S ociety .366 Tu F engyuan  argued 
that pa in te rs  all over the  w orld  could  n o t recogn ise  the  trees they  w ere  pain ting. 
H e w as u n happy  abo u t the  p rog ressive  attitude o f n egating  trad itio n  in  all 
respects, and  d isapp roved  o f  X u  B e ih o n g ’s w orsh ipp ing  every th ing  foreign. Tu 
F en g y u an ’s reac tion  to X u  B e ih o n g ’s argum ent re flec ted  the  con flic ting  and
363 Jin Cheng’s speech and Chen Shizeng’s article ‘The Value of Literati Painting’ are also 
collected in Lang and Shui, Ershi shiji Zhongguoo meishu wenxuan, Vol. I, pp. 43-47 and 61-73.
364 Chen Shizeng made this painting to record the ‘Exhibition for the Relief Fund’ held in the 
Central Park in Beijing from 1 December 1917. Gong Chanxing in his research on
Chen Shizeng’s life pointed out that Chen made this painting on 24 February 1918, though this 
painting is generally dated 1917. See Gong Chanxing, ‘Chen Shizeng nianbiao’, p. 116,
65 Xu, ‘Zhongguohua gailiang zhi fangfa’, p. 43.
366 ipu pengyuan, ‘Duhua congtan’ ‘Comments on Studying Painting’, Huixue zazhi,
2 (1921), pp. 15-16.
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d iversified  a ttribu tes o f  the  art w orld, rev ea lin g  the challenges w h ich  C hina  
encoun tered  in the endeavours to in teg rate  W estern  p ic to ria l e lem ents into 
C h inese  p a in ting . T h is  d iversity  is also  m an ifested  in the illu stra tions a ttached  to 
the  P a in ting  M iscellany . T he  first issue  pub lished  X u B e ih o n g ’s w ate rco lo u r 
F igh ting  w ith  a  L ion  (Fig. 79), Li Y ish i’s h istory  pain tin g  Z hang  C hang huam ei 
G M f M i j i ,  ‘Z hang  C hang H elp ing  H is W ife to  D raw  E y eb ro w s’) (F ig . 82), Lai 
J ig en g ’s w a te rco lo u r o f  the  W estern  H ills (Fig. 83) and H e L iizh i’s landscape 
pain ting  (Fig. 84). X u  B e ih o n g ’s w aterco lou r revealed  h is inc lin a tio n  tow ards a 
W estern  m o d e  o f  w ork ing , bu t d id  no t yet m an ifest h is la te r d is tin c tiv e  personal 
style. L ai J ig e n g ’s w aterco lou r responded  to the em phasis on d raw ing  from  
nature, w h ich  w as pu t forw ard  by  C ai Y uanpei and the tu to rs o f  W estern  pain ting. 
L i Y ish i’s p a in tin g  p resen ted  his endeavours to dep ic t C h inese  h is to rica l subjects 
w ith  W estern  rea lis tic  skills. X u B e ih o n g ’s la ter h isto ry  pain ting , w h ich  b rough t 
h im  fam e in the 1920s and  1930s, show ed  a sim ilar hyb rid  sty le to L i Y ish i’s 
w ork. T h is h y b rid  sty le  reflected  the call fo r m odern ising  C h inese  a rt and cu lture  
w ith  W estern  scien tific  c iv ilisation , w hich  was pervasive  in the fie ld s o f art and 
know ledge. H e  L iizh i’s landscape pa in ting  w as executed  w ith  a ty p ica l C h inese 
pain tin g  vocabulary . T he  ju x tap o sitio n  o f  C hinese and W estern  sty le  pain tings 
revealed  the  d is tin c tiv e  phenom enon  o f  C h in a ’s art field , w hose con flic ted  
fea tu re  w as exem plified  in the argum ent betw een  Tu F engyuan  and  X u  B eihong.
As its nam e po in ted  out, the P a in tin g  R esearch  S oc ie ty  a im ed  to  study 
pain tin g  m ethods. A s a consequence, d iscussing  pain tin g  m ethods w as a focus o f 
P a in ting  M isce lla n y . C hen  S h izeng  in  the  article ‘O pin ions on the G eneral 
P a in ting  C ourse  in  S ch o o ls’ argued th a t pain ting  m ethods co m p rised  copying  
m anuals, d raw in g  from  nature, and pa in ting  from  m em ory, and th a t copying  
m anuals w as the m ost essential. C hen  S h izeng  approved  o f  J ieziyu a n  huapu  0 }:
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‘T he M ustard  Seed  G arden  M anual o f  P a in tin g ’) as a u sefu l m anual 
fo r co py ing  as it revealed  the clear' p rocedure  for execu ting  a C h inese  pain ting .
B y  m eans o f  im ita ting  the b rushw ork , co lour and com position  o f  m asterp ieces , 
one w as th en  able to  rep resen t the  sp irit {qiyun  o f  a pain ting . Q iyun  w as 
the key to  tran sfo rm in g  a th ing  into a w ork  o f fine art (m eishu). C hen  S h izeng  
critic ised  th a t d raw ing  from  natu re  cou ld  only rep resen t v e risim ilitude  w ith o u t 
qiyun, and  thus cou ld  no t m ake a pa in tin g  a real w ork  o f  fine  a rt.367 C h en  
S h izen g ’s d efen ce  fo r the  trad itional m ethod  o f learn ing  pain tin g  easily  fo u n d  
accep tance  am ong  the tutors o f C h inese pain ting  in  the P a in tin g  R esearch  
Society. T ang  D ingzh i in his lecture  ind icated  that the tw o  stages o f  lea rn in g  
pain ting  w ere  copy ing  The M ustard  Seed  G arden M anua l o f  P a in ting  f irs t and 
then  im ita tin g  m aste rp ieces .368 B y  contrast, the C h inese p a in tin g  conven tions of 
im ita ting  w ere  critic ised  by  the tu tors o f  W estern pain ting . D r K ats d isag reed  
w ith  h av in g  im ita tin g  as the vehicle  fo r learn ing  pain ting , b ecause  artists w ould  
be dep rived  o f  c rea tive  ability. To develop  artistic  technique, a p a in te r thus 
shou ld  d raw  from  na tu re .369 A t X u B e ih o n g ’s farew ell party, D r K ats 
em phasised  that the aim  o f  pa in ting  w as to pursue v e risim ilitude .370 Li Y ish i 
concu rred  w ith  D r K a ts ’ opinion. In his talk  on W estern  pain ting , L i Y ish i argued 
th a t d raw ing  from  natu re  w as essen tia l in  learn ing  W estern  p a in tin g .371 X u 
B eihong  in  ‘M ethods fo r the Im provem en t o f C hinese P a in tin g ’ had  b lam ed  
im ita tion  fo r the reg ression  o f  C hinese pain ting  in  m odern  tim es.372 A t the 
en d -o f-te rm  cerem o n y  in June  1918, X u B eihong also concurred  w ith  L i Y ish i’s
367 Chen Shizeng, ‘Duiyii putong jiaoshou tuhuake zhi yijiarC, Huixue zazhi 1 (1920), pp. 9-12. 
Beijing daxue rikan, 10 & 11 January 1919.
368 Tang Dingzhi tanhua biji’ 'Mj'jf ‘Notes of Tang Dingzhi’s Lecture’, Huixue
zazhi 1 (1920), p.2. Beijing daxue rikan, 14 June 1918.
309 Beijing daxue rikan, 22 February 1919.
370 Beijing daxue rikan, 9 January 1919.
371 Li Yishi, ‘Xihua liieshuo’ M S ® .  ‘A Short Account of Western Painting’, Huixue zazhi 1 
(1920), pp. 16-17. Beijing daxue rikan, 10 May 1918.
372 Xu, ‘Zhongguohua gailiang zhi fangfa’, p. 39.
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argum ent, s tre ss in g  that learn ing  pa in ting  should  draw  fro m  natu re  and seek 
verisim ilitude. X u  B eihong  suggested  th a t students m igh t start w ith  d raw ing  
from  casts an d  then  d raw ing  from  na tu re .373
T hese  o p p o site  approaches tow ards learn ing  pain tin g  cam e to  a 
com prom ise  in  C ai Y uanpei and W u Z h ih u i’s talks. C ai Y uanpei in  h is ta lk  given 
at the P a in tin g  R esearch  Society  in  O ctober 1919 analysed  the  characteristics o f 
C hinese and  W estern  pa in ting  respectively. H e ind ica ted  th a t C h in ese  pain ting  
orig inated  in  im ita tio n  and W estern pa in ting  in d raw ing  from  nature . C ai 
Y uanpei to o k  a re la tiv e ly  neutral a ttitude  tow ards the d iffe ren t m ethods o f 
learn ing  p a in tin g  in  C h ina  and the W est. H e argued tha t d iffe ren t pa in ting  
m ethods re su lted  from  differen t cultures, and thus he approved  o f  The M ustard  
Seed  G arden  M a n u a l o f  P a in ting  as a  m odel for learn ing  p a in tin g  in  C hina. 
N evertheless, in  term s o f  studying  fine  art, Cai Y uanpei advoca ted  learn ing  
W estern  rea lis tic  rendering  and em ploy ing  scien tific  m e th o d s.374 S everal o f  Cai 
Y uanpei’s ta lk s  revealed  that he w as partia l to W estern p a in tin g  m ethods in term s 
o f  the best w ay  fo rw ard  fo r C hinese pain ting . F o r exam ple , in  the speech  ‘T he 
E volu tion  o f  A r t’, C ai Y uanpei po in ted  ou t that W estern  p a in tin g  w as m uch  m ore 
advanced  th an  C h in ese  pain ting  in  its use o f ligh t and shade, perspec tive , the 
creation o f  a tm o sp h eric  effects, and the realistic  dep iction  o f  fig u res .375 W u 
Z hihui in  h is ta lk  also ind icated  tha t w h a t C hinese and W estern  p a in tin g  m ethods 
sought w as d ifferen t. W estern  pain ting  pu rsu ed  m im etic  illu sio n ism  and m astery  
o f light and  sh ad e , w hereas C hinese pain tin g  stressed  b ru shw ork  and  sough t 
spiritual lik en ess  (,shensi ^ jJ jy j.376 W u Z h ih u i’s ju d g em en t 011 the  stand ing  o f
373 Beijing daxue rikan, 28 June 1918.
374 Cai, ‘Zai Beijing daxue huafa yanjiuhui shang de yanshuoci’, p. 86.
375 Cai, ‘Meishu dejinhua’, p. 134.
376 Xu, ‘Xu Beihong ji Wu Zhihui xiansheng meishutan’.
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C hinese and W estern  p a in ting  w as also rela tively  im partial. H e argued  th a t both 
C hinese and  W estern  pain tin g  sough t a k ind  o f art w hich  w en t b ey o n d  com plete 
dup lica tion  o f  na tu re  in  p u rsu it o f hum an  creation, although  their pa in ting  
practices w ere  d ifferen t. B o th  C ai Y uanpei and W u Z h ih u i’s p e rspec tives can 
find  a re sp o n se  in  X u  B e ih o n g ’s ‘B eau ty  and A rt in P a in tin g ’. C ai Y uanpei’s 
p rom otion  o f  aesthetics seem s to have had a far-reach ing  in fluence  and to  have 
form ed a  consensus am ong  bo th  artists and intellectuals.
T he a fo rem en tioned  talks show ed  the fo rm ulation  o f  the d icho tom y  
betw een  C h in ese  and  W estern  p a in ting  m ethods. C h inese  pain ting  w as perceived  
as trad itional and  reg ressive , w hereas W estern pain ting  w as rea lis tic  and 
advanced. T h is  d icho tom y  w as pervasive  in  the fie lds o f  art and  k n o w ledge  at 
tha t tim e. T h e  an nouncem en t o f the estab lishm ent o f  the F in e  A rt R esearch  
Society  o f  J iangsu  P rov ince  argued  th a t the lack o f  rea listic  ren d erin g s in  early  
m odern C h inese  p a in tin g  turned  C hinese  pain ting  from  fine art to ‘p o o r a rt’
(eshu  F s ^ j ) .377 T he S uzhou F ine A rt E xposition  also re jec ted  the  w orks 
invo lv ing  im ita tio n .378 T h e  m ost frequen tly  c ited  exam ple  is tha t o f  C hen  D uxiu, 
w ho d rew  on  the d icho tom y  to  a ttack  the trad itionalism  o f  C h inese  pain tin g  and 
w ho advocated  refo rm ing  C hinese  pain ting  by  adop ting  the rea lis tic  sp irit o f 
W estern p a in tin g .379 W ith  the p ro-W estern  fram ew ork  o f  art tak ing  shape, the 
fo rm ula tion  o f  the d icho tom y  betw een  C hinese and W estern  p a in tin g  m ethods 
helped re su lt in  the  superio rity  o f  W estern  art and rea lism  in  new  fin e  art term s.
To d e fen d  the sta tus o f  literati pa in ting  in C hinese art, the C h in ese  pain ting  
tutors o f  the  P a in ting  R esearch  Socie ty  too k  advantage o f its ow n  m agazine , the 
P ain ting  M isce lla n y , to refu te  d isapprov ing  view s on C h inese  p ic to ria l practices.
377 Beijing daxue rikan, 15 October 1918.
378 Beijing daxue rikan, 8 February 1919.
379 Chen, ‘Meishu geming’, pp. 85-86.
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B esides affirm in g  the sign ificance o f  im ita tion  as a device fo r lea rn ing  pain ting , 
the tu tors a lso  defend  the artistic  accom plishm ents o f  the  F o u r W angs. C hen 
Sh izeng  in  h is ta lk  on  Q ing landscape pain ting  p ra ised  the ach ievem en ts o f  
W ang H u i and  W ang Yuanqi. H e ind ica ted  that W ang H u i’s w orks in teg ra ted  the 
virtues o f  d iffe ren t pa in tin g  schools (Fig. 85). H e fu rther argued  th a t the 
a tm ospheric  e ffec t and  perspective  in  W ang H u i’s and W ang Y uanqi’s pa in tings 
could  co m p ete  w ith  W estern  pain ting .380 H u X iyou  in his article Lun
Wang S h ig u  ‘O n W ang S h ig u ’) p rov ided  a com prehensive  study  o f
W ang H u i’s p a in tings, and  h e  argued th a t no t all o f  W ang H u i’s w orks w ere 
b ad .381 It appeal's tha t these defences o f  the estab lished  m ainstream  o f  C h inese 
pain ting  w ere  designed  to con trad ict the rad ica ls ’ attack, in particu la r C hen 
D u x iu ’s p ro m o tio n  o f  a revo lu tion  to overthrow  the F o u r W angs as the canon  o f 
C hinese p a in tin g  in  h is frequen tly -c ited  article ‘A rt R e v o lu tio n ’.382 E stab lished  
by C hen  D u x iu , dean  o f  the C ollege o f  L itera tu re  o f B eijing  U niversity , the 
jo u rna l N ew  Youth  served  as a p ivo ta l m edium  fo r the d istribu tion  o f  the th ink ing  
o f the p ro g ressiv e  in te llectuals, in p articu lar o f  those o f  B eijing  U niversity . F or 
exam ple, the  p u b lish ed  version  o f  C ai Y uanpei’s m onum enta l ta lk  ‘O n the 
R ep lacem en t o f  R elig ion  w ith  A esthetic  E d u ca tio n ’ firs t appeared  in  the A ugust 
1917 issu e  o f  N ew  Youth; and C hen  D u x iu ’s ow n ‘A rt R ev o lu tio n ’ w as in the 
January  1918 issue. N ew  Youth becam e represen ta tive  o f the rad ica l side in the 
debates o v e r the developm en t o f  C h inese  pain ting  in the m odern  era. P ain ting  
M isce llany  and N ew  Youth bo th  pub lished  C ai Y uanpei’s speeches on  art, and 
thus they  se rved  as the  sem inal publica tions for the p rom ulgation  o f  fine art in
380 Chen Shizeng, ‘Qingdai shanshui zhi paibie’ ‘Schools of Qing Landscape 
Painting’, Huixue zazhi, 1 (1920), pp. 3-8. Beijing daxue rikan, 1 June 1918.
381 Hu Xiyou, ‘Lun Wang Shigu’, Huixue zazhi 2 (1921), pp. 16-17.
382 Gao Xindan flJHJfFh ‘Shixi “Wenrenhua zhi jiazhi” de chengwen qingjing’ i&FJf ( 3  
fMfiiD) ‘An Analysis of the Historical Context of “The Value of Literati Painting’”,
Besides fe fo  3 (2001), pp. 181-191.
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C hina. T h e ir con flic ting  stances on C hinese trad ition  dem onstra ted  the con tested  
forces in  the  fine  art field , as w ell as the challenges tha t C h inese  pa in te rs  had  to 
face  in  the  in s titu tio n  o f  a W estern  art fram ew ork  in  C hina. T h e  d iv e rs ity  also 
ex isted  w ith in  the Pain ting  R esearch  S ociety  itself. A s regards W ang H ui, H u 
P e ih en g ’s o p in io n  w as d ifferen t from  Chen S h izen g ’s. H e too k  a re la tive ly  
critical p e rsp ec tiv e  on W ang H ui, c ritic ising  W ang H ui fo r perfo rm ing  too  m uch 
c ra ftsm ansh ip , his pa in tings w ith  the effect th a t le ft little  space fo r  sp iritual 
reso n an ce  (q iyun  sh en g d o n g  H u P e ih en g ’s v iew  o f  W ang H ui w as
sim ilar to  X u  B e ih o n g ’s on  L ang Shining. X u  B eihong  p ra ised  L an g  S h in in g ’s 
craftsm ansh ip , w h ich  w as far be tter than th a t o f C h inese  painters.; nonetheless, 
his pa in tings cou ld  no t evoke v iew ers’ sp iritual resonance .384 A s regards L ang  
Shin ing , an o th er tutor, F en g  H anshu , com plete ly  d isapproved  o f  h is pain ting  
sk ills.385 A lth o u g h  there  ex isted  a variety  o f  op in ions, sp iritua l resonance , w hich 
w as be liev ed  to  b e  o b ta ined  through callig raph ic  and  an ti-rea listic  b rushw ork , 
had  been  acknow ledged  as the essence o f  C hinese p a in ting  and the crite rion  for 
the  ju d g e m e n t o f  a p a in tin g ’s value.
T he  p rincip les o f  C h inese  painting, such  as seek ing  sp iritua l reso n an ce  at 
the expense  o f  fo rm al likeness and leg itim ising  im itation  as the p rincipal m ethod  
o f  learn in g  pain ting , w ere  g radually  regarded  as ou tdated  in the fo rm u la tio n  o f  
m eishu , w h ich  va lued  rea lism  and draw ing from  nature, the  essen ce  o f  W estern  
art. N everthe less, the  seem ing ly  conservative tutors o f  national pa in ting  
endeavoured  to m o d ern ise  trad itional art by  adapting  C hinese p a in tin g  to the 
new  fram ew o rk  o f  fine  art; am ong them , C hen  S h izeng  w as the p rin c ip a l figure. 
H e w as ra ised  in a scho lar-o ffic ia l fam ily, w hich  enab led  h im  to  cu ltiv a te  literati
383 Wang, ‘Huixue zazhi yanjiu’, p. 55.
384 Xu, ‘Ping Wenhuadian suocang shuhua’, p. 35.
385 Feng Hanshu, ‘Feng Hanshu jiangyanlu’ M 'M M M M M , ‘A Record of Feng Hanshu’s 
Speech’ , Huixue zazhi, 1 (1920), pp. 4-5. Beijing daxue rikan, 26 April 1918.
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pain ting  accom plishm en ts. M oreover, he  stud ied  in  Japan  fo r seven  years 
(1902-1909). T herefo re , he cou ld  invoke Japanese  and W estern  references to 
defend lite ra ti pa in ting , and he becam e an  esteem ed leader o f  the  B eijing  art 
w orld  o f  h is  day.386 T he  second issue o f  P ain ting  M isce lla n y  pu b lish ed  C hen  
S h izen g ’s ‘T h e  V alue o f  L iterati P a in tin g ’, w hich  becam e a beaco n  o f  ho p e  for 
those p a in te rs , w ho  con tinued  execu ting  literati pa in tin g  in  the  pro-W estern  
con tex t in  tw en tie th -cen tu ry  C hina. T he c lassical C h inese version  o f  ‘T h e  Value 
o f L itera ti P a in tin g ’, W enrenhua zh i jia zh i  (A A IS A i\M.), w as p u b lish ed  in the 
book  en titled , Z ho n g g u o  W enrenhua zh i yan jiu  ‘S tudies o f
C hinese L ite ra ti P a in tin g ’), w hich w as pub lished  in  1922.387 T h e  b o o k  also  
co llec ted  the o th e r essay, W enrenhua zh i f i x in g  (AAfiAtJlft, ‘T he  R ev ival o f 
L itera ti P a in tin g ’), w h ich  w as w ritten  by  the  Japanese  scholar, O m ura  S eigai (A 
1868-1927), and w hich w as transla ted  by  C hen  S h izeng  to  c lassical 
C hinese. Studies o f  C hinese L itera ti P ain ting  gained g reat success and w as 
rep rin ted  e ig h t tim es in  the fo llow ing  few  years.388 T he p u b lish in g  o f  a series of 
treatises on  lite ra ti pa in ting  reflected  the  in tensive debate ov er the  sign ificance  
o f  lite ra ti p a in tin g  in  tw en tie th -cen tu ry  C hina, debates in  w h ich  C hen  S h izen g ’s 
essays b ecam e th e  m o st pow erfu l w eapon  o f  the trad itional cam p.
To m o d ern ise  lite ra ti pain ting , C hen  Shizeng  w as no t on ly  d ilig en t in 
pu b lish in g  essays in  P ain ting  M isce llany  bu t also endeavoured  to  appreciate  
literati p a in tin g  in  the  term s o f C ai Y uanpei, w hose  articles w ere  the  focus o f the 
m agazine. A s m en tio n ed  above, C ai Y uanpei argued that W estern  pain tin g  w as 
m ore advanced  th an  C hinese  pa in ting  in  its perspective  and  a tm ospheric  effects.
386 Aida-Yuen Wong, ‘A New Life for Literati Painting in the Early Twentieth Century: Eastern 
Ait and Modernity, a Transcultural Narrative?’, Artibus Asiae, 60.2 (2000), pp. 297-326 (p. 307); 
also Wong, Parting the Mists : Discovering Japan and the Rise o f  National-Style painting in 
Modern China (Honolulu, 2006),
387 Chen Shizeng, Zhongguo Wenrenhua zhi yanjiu El A  ‘Studies of Chinese
Literati Painting’ (Shanghai, 1941).
388 Gao, ‘Shixi “Wenrenhua zhi jiazhi” de chengwen qingjing’, p. 181.
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C hen S h izen g  also  ind ica ted  that the com position  and b ru sh w o rk  o f  W ang H ui 
and W ang Y uanq i’s w orks had  represen ted  these virtues. M oreover, to  resp o n d  to 
C ai Y uanpei’s evo lu tionary  theory  o f  art, C hen Shizeng  also em ployed  an 
evo lu tional persp ec tiv e  on  the developm ent o f  C h inese pa in ting  in the tw o 
articles, ‘O n  H ow  P ain ting  O rig inated  w ith  P ractical U tility ’ and  ‘C hinese  
P ain ting  Is P ro g re ss iv e ’. C hen S h izeng  elucidated  tha t pa in ting  o rig inated  w ith  
p icturing . T h e ir d ifference  lay  in the ir p rac tica l functions. P ic tu rin g  possessed  
strong fu n c tions, such  as for the purposes o f  d ecoration , p reach in g  and record ing , 
in oppositio n  to the am usem ent in ten tions o f  painting. A ccord ingly , im ages m ade 
fo r tem ples, pa laces  and h istorical docum ents in o ld  C h ina  co u ld  no t be 
considered  as pa in tings on  the ground  o f the ir p ractical ends.389 T his d istinc tion  
betw een  p ic tu rin g  (tu  |B[) and pain ting  {him  H )  is an o ld  issue  in  trad itional 
C h inese  p a in tin g .390 C hen  S hizeng re-form ulated  it w ith in  the W estern  
evo lu tionary  fram ew o rk  in  response to C ai Y uanpei’s evo lu tionary  v iew  o f  the 
dev e lo p m en t o f  p a in ting  in the ‘T he E volu tion  o f  A rt’.391 C h en  S h izen g ’s 
argum ent ap p eared  to con trovert K ang Y ouw ei’s pra ise  for rea lis tic  ru led -lin e  
pain ting  as the rep resen ta tive  o f  h igh ly  developed  C hinese  art, and  to  refu te  the 
s ta tem en t th a t C h inese  pain ting  in m odem  tim es, w hich  re ta in ed  the expressive  
and u n p rac tica l fea tu re  o f  literati pain ting , was regressive. C h en  S h izeng  clearly  
exp ressed  h is d isapp roval o f  this s ta tem ent in the artic le  ‘C h inese  P ain ting  Is 
P ro g re ss iv e ’.392 X u B eihong  w as the  tu to r o f the P a in ting  R esearch  Society , w ho 
m ade c learly  the  sta tem ent that m odern  C hinese pain ting  w as reg ressive  in  his
389 Chen Shizeng, ‘Huih.ua yuanyu shiyongshuo\ Beijing daxue rikan, 20 & 22 April 1918; also 
Huixue zazhi 1 (1920), pp. 17-19.
390 Craig Clunas, Pictures and Visuality in Early Modern China (London, 1997), pp. 104-111.
391 Cai, ‘Meishu de jinhua’, pp. 133-134,
392 Chen Chiyu ‘Chen Shizeng Zhonguohua jinbulun zhi yiyi’ T1 l i l i t <Z-
m!§, ‘The Meaning of Chen Shizeng’s View of Progressivism of Chinese Painting’, Dongnan 
daxue xuebao 8.5 (2006), pp. 94-99 (p. 96).
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article ‘M eth o d s fo r the Im provem en t o f  C hinese P a in tin g ’.393
In the  a rtic le  ‘T he V alue o f  L itera ti P a in tin g ’, C hen  S h izeng  fu rth e r invoked  
W estern su p p o rt to fo rm ula te  his argum ent that lite ra ti pa in ting , w hich  
rep resen ted  the  so -ca lled  ‘reg ressive  C h inese p a in ting  in  m odern  tim e s’, w as as 
advanced  as W estern  pain ting . A t the beg inn ing  o f  the article, C h en  S h izeng  
ind ica ted  th a t sp irit (x ing ling  |^ 'M )  and in te lligence (six iang  w ere  the key  
com ponen ts o f  lite ra ti p a in ting .394 T his spiritual e lem ent co inc ided  w ith  C ai 
Y uanpei’s em phasis  on the transcenden tal aspect o f  fin e  art. A ccord ingly ,
C hinese p a in tin g  w as cred ited  w ith  possessing  the aesthetic  qua lity  o f  fine art. 
M oreover, C h en  S h izeng  com pared  the spiritual in ten tion  o f  lite ra ti p a in tin g  w ith 
the su b jec tive  tendency  in  W estern  m o d em  art, w hich  w as em bod ied  in  such  
m ovem ents as C ubism , F uturism , and  E xpression ism .395 B y p a ra lle lin g  the 
evo lu tionary  pa tte rn  o f  m odern  C hinese and W estern  pain ting , C hen  S h izeng  
asserted  th a t the sub jec tive  and sp iritual pursu it in literati pa in tin g  co in c id ed  
w ith  W estern  m odern ist trends, and thus that literati pain ting  w as advanced.
C hen S h iz e n g ’s argum ent dem onstra ted  his ex tensive know ledge o f W estern  art, 
and cha llen g ed  the  stereo type tha t lite ra ti pain ters w ere conservative . C hen  
S h izen g ’s w ay  o f  apprecia ting  literati pain ting  in a W estern  ligh t resp o n d ed  to 
C ai Y uanpei’s expecta tions o f  em ploy ing  scien tific  m ethods to  stu d y  fin e  art, 
w hich  he h a d  declared  in the speech  at the  P ain ting  R esearch  S ocie ty ,396 
N onetheless, C hen  S h izen g ’s scien tific  attitude was m an ifested  in  h is p ro found  
know ledge  and  d iscursive e loquence, instead  o f in  p ic to ria l rea lism  as Cai 
Y uanpei suggested . T his d iversity  o f  v iew poin ts and in terp re ta tions on  a single 
top ic  becam e  typ ica l o f  the a it fie ld  o f  early  tw en tie th -cen tu ry  China.
393 Xu, ‘Zhongguohua gailiang zhi fangfa’, p. 39.
394 Wong, ‘A New Life for Literati Painting in the Early Twentieth Century’, p. 306.
395 Chen, ‘Wenrenhua zhi jiazhi’, p. 72.
396 Cai, ‘Zai Beijing daxue huafa yanjiuhui shang de yanshuoci’, p. 86.
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Iii add itio n  to  C hen  Shizeng , H u P eiheng  also endeavoured  to  m odern ise  
the im ag e  o f  lite ra ti pain ting . To d ispu te  the pervasive  attack  on  the  lack  o f 
em phasis o f  d raw ing  from  natu re  in  C hinese pain ting , H u P eiheng , in  the essay, 
Z h o n gguohua  x iezh en g  de w en ti ( ^  ( i l l Y i f  fn |M , ‘P rob lem s o f  D raw ing  
from  N atu re  in  C hinese  P a in tin g ’), argued  that C hinese artists le am t the reg ional 
landscapes o f  C h in a  th rough the b rushw ork  o f earlier pain ters. To realistically  
render th e  d is tinc tive  landscape o f  a reg ion , C h inese pain ters inven ted  various . 
k inds o f  b rushstrokes. Im ita tion  w as sem inal in  C h inese  p a in tin g  learn ing  
because C h in ese  pain ters had  to  learn  the appropria te  b ru sh w o rk  in  order to 
prec ise ly  rep resen t nature  in  pa in t.397 D raw ing  from  natu re  w as considered  as 
the key  to  th e  d icho tom y  betw een  C hinese and W estern  pain ting , and  to the 
reversa l o f  th e ir  stand ing  in m odem  tim es. It thus b ecam e an im po rtan t issue in 
the art fie ld . T he  th ird  issue o f P ain ting  M iscellany  pub lished  several essays on 
d raw ing  from  nature , such  as Jixie  de x iesheng  ‘M echan ica lly
D raw ing  fro m  N a tu re ’) and  X iesheng  de w ojian  ‘M y View o f
D raw ing  from  N a tu re ’), in  addition  to H u P e ih en g ’s ‘P rob lem s o f  D raw ing  from  
N ature in  C h inese  P a in tin g ’.398 A lthough  the P a in ting  R esearch  S ociety  
con ta ined  tu tors o f  C h inese  and W estern pain ting , its  m agaz ine  seem ing ly  
becam e th e  vo ice  o f  the  trad itional cam p. T he afo rem entioned  essays contribu ted  
by the tu to rs o f  C h inese  p a in ting  revealed  the ir anx iety  ov er the gradual 
dom inance  o f  d raw ing  from  nature in C h in a ’s art w orld , som eth ing  w hich  
bought W estern  rea lism  in to  the m ainstream  o f the fine art rea lm  and 
increasing ly  th rea tened  the superio rity  o f  the expressive  and sym bolic  
brushw ork  o f  C h inese  lite ra ti pain ting . To reverse  the  w an ing  fa te  o f  lite ra ti
397 Hu Peiheng,‘Zhongguohua xiezheng de wenti’ ‘Problems of Drawing
from Nature in Chinese Painting’, Huixue zazhi, 3 (1921), pp. 3-7.
398 Zhang Weilian ‘Jixie de xiesheng’, Huixue zazhi, 3 (1921), pp. 7-11; Yu Zongjie zHk
‘Xiesheng de wojian’, Huixue zazhi, 3 (1921), pp. 11-17.
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pain ting  in  the tw en tie th  century, the  traditional cam p engaged  in  m odern ising  
C hinese pain ting , w hile  p reserv ing  its trad itional essence. C hen  S h izen g ’s 
W estern  p e rsp ec tiv e  on literati pain ting  w as echoed  in  o ther trad itiona l circles.
T he G uoh.ua tekan  ‘Special Issue on N ational P a in tin g ’), w h ich  was
edited  by  th e  G uohua  yan jiu h u i ( P l2 iW 9 u 1 t \  ‘C hinese P ain ting  R esearch  
S o c ie ty ’) in  1926, p u b lish ed  several artic les to com pare the d ev e lo p m en t o f 
C h inese  p a in tin g  w ith  the W estern art trend , articles w ith  titles such  as B iaoxian  
zhuyi yu  Z ho n g g u o  hu ihua  ‘E x p ressio n ism  and  C hinese
P a in tin g ’) .399 Z h ongguo  huaxue yan jiuhu i ( |:|;[ MIIff ^  > ‘T he  C hinese
P ain ting  R esea rch  S o c ie ty ’), o f w hich  C hen  Shizeng  w as a lead in g  m em ber, 
aim ed to  s tudy  anc ien t m ethods o f  C h inese  pain ting  and to  assim ila te  new  
k n o w led g e .400 Its pu rpose  represen ted  the strategies tha t the  tu to rs  o f  the 
P ain ting  R esearch  Socie ty  adopted  to conso lida te  the sign ificance  o f  literati 
p a in tin g  in  the tw en tie th  century.
T h e  P a in tin g  M isce llany  w as p lann ing  to pub lish  a fourth  issu e  and 
appo in ted  C hen  S h izeng  as tine ch ie f ed ito r 401 H ow ever, th is fo u rth  issue w as 
n o t p u b lish ed  and  C hen  Shizeng  died  in 1923. H is posthum ous essay  Z huanke  
xia o sh i ‘Som e K now ledge abou t Seal C u ttin g ’) w as pu b lish ed  in  the
first issu e  o f  Z ao xin g  m eishu  zazh i ( i f t j f ^ J , ‘T he M ag az in e  o f  P lastic  
A rt’) in  1924 402 T his m agazine succeeded  P ain ting  M isce lla n y  and  altered  its 
title  fo llo w in g  the change o f  nam e and structu re  o f  the P a in ting  R esearch  Society. 
A rtic les on  trad itio n a l C h inese p a in ting  rem ained  the focus o f  th e  m agazine, 
in c lud ing  th e  essays o f  C hen  Shizeng, H u Peiheng , Yao H ua, as w ell as som e
399 Chen, ‘Chen Shizeng Zhonguohua jinbulun zhi yiyi\ p. 98.
400 The Society was established by Jin Cheng in Beijing in 1920. Gao, ‘Shixi “Wenrenhua zhi 
jiazhi” de chengwen qingjing’, pp. 186-187.
401 Beijing daxue rikan, 26 May 1922.
402 Chen Shizeng, ‘Zhuanke xiaoshi’, Zaoxing meishu zazhi, 1 (1924), pp. 1-3,
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articles o n  C h inese  pain ting  and O rien tal art transla ted  from  fo re ign  trea tises .403 
P ain ting  M isce lla n y  served  as a p ivo ta l dev ice for assim ilating  and 
in stitu tio n a liz in g  b o th  C ai Y uanpei’s aesthetic  ideals, and the neo lo g ism  m eishu, 
w hich  fo s te red  the fo rm ation  o f  the  W esternised  art fie ld  in C hina. It 
accom m odated  tw o conflic ting  forces, w hich  w ere derived  from  tw o oppo site  art 
system s. T h e  con flic ting  fea tu re  rep resen ted  the com plex ity  o f  C h in a ’s art field 
and fo resaw  the debates and  d ifficu lties C hinese pain ters en co u n te red  on  the 
grounds o f  the  large-scale  transp lan t o f  a W estern art fram ew ork  in  an  art w orld 
dom in a ted  by  ca llig raphy  and lite ra ti philosophy. T he tw o co n flic tin g  forces 
conso lida ted  th e ir s ign ificance  in  the art fie ld  by  m eans o f  c la im s ab o u t 
leg itim ising  W estern  rea lism  and m odern ising  C hinese pain tin g  respectively . The 
d iscu rsive  p rac tices X u B eihong  learn t a t the Society, as w ell as from  the 
e loquen t in te llec tua ls  o f  the  B eijing  U niversity , such as C ai Y uanpei an d  C hen 
D uxiu , w ere  m an ifested  in  the d iscursive  space o f the 1929 N atio n a l A rt 
E xh ib ition , w here X u B eihong  m ade a reputation  by  bo th  h is e lo q u en ce  in the 
d iscursive  space  and h is p rovocative  gesture o f  absen ting  h im se lf fro m  the 
ex h ib ition  space .404 T h e  1929 A rt E xh ib ition  was the first s ta te-sp o n so red  
nationw ide  art festival. T h e  varie ty  in its reperto ire  and partic ipan ts 
dem onstra ted  the m atu rity  o f the art field  in  C hina, and underlay  the  conflic ted  
nature o f  th is art exh ib ition . X u B e ih o n g ’s defence o f  rea lism , in te llec tua l 
e loquence, and  p rog ressive  m anner saw  a con tinuation  o f  h is ex p erien ce  at the 
B eijing  U niversity .
403 It published Hu Pengheng’s Zhongguo shanshuihua diantaifa ('j1 [11 ilf'/i;, ‘Methods 
of Dotting in Chinese Landscape Painting’), Yao Hua’s Zhongguo tupu yuanliukao (1:f: 1 [MJ
‘A Study of the Origins of Chinese Manuals’), and Sawamura Sentaro’s speech,
‘The Spirit of the Eastern Art’ ‘The Spirit of Eastern Art’), Zaoxing meishu
zazhi, 1 (1924),
404 This part will be studied in the fifth chapter of this thesis.
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M o re  im portan tly , X u B e ih o n g ’s p rom otion  o f and teach ing  on draw ing  
from  n a tu re  a t the  S ociety  underlay  h is la te r ded ication  to the  in stitu tionalisa tion  
o f realism . D raw in g  natu ral objects and  scenes w hich  X u  B eih o n g  suggested  in 
the learn ing  o f  p a in tin g  show s the advanced  ro le  th a t he p layed  in  the 
in stitu tiona lisa tion  o f  W estern art teach ing  in  C hina. T h e  p rev ious chap ter has 
e labora ted  th e  w ide  c ircu lation  o f  W estern  realistic  sk ills in  bo th  early  art 
institu tes an d  the com m ercial m arket in  C hina. N onetheless, d raw ing  from  
nature w as no t on  the  cu rricu lum  un til Li Shu tong  (^>M [u], 1880-1942) taught at 
the Z h ejian g  N orm al Schoo l (Z hejiang  liangji sh ifan  xue tang  
Ig') in 1912. L i S hu tong  first taugh t students pain ting  by m eans o f  d raw ing  casts 
and still life  com positions. Later, in  1914, he becam e the firs t teach er in  C h ina  to 
use live m o d els  to teach  pain ting  at the S choo l.405 B y com parison , in  the 
Shanghai A rt A cadem y, w hich  m igh t have been the m ost rep resen ta tiv e  in stitu te  
o f teach ing  W estern  art in early  tw en tie th -cen tu ry  C hina, im ita tio n  w as still the 
dom inan t m ech an ism  fo r teaching  and  learn ing  pain ting . C hen  B aoy i recalled  
the d ifficu lties  that he encoun tered  w hen  he in troduced  d raw ing  fro m  natu re  into 
the S hanghai A rt A cadem y  in  around 1915 because  o f the d o m in an ce  o f 
im itation  o n  the cam pus.406 Lai H aisu  supported  C hen B a o y i’s m eth o d  o f 
teaching  p a in tin g  b u t also m et m any d ifficu lties in  find ing  m odels. T h e  
exh ib ition  o f  nude figure draw ings in  1917 b ro u g h t the  S hanghai A lt  A cadem y 
under sev ere  a ttack .407 T hese  serious d isputes and conflic ts  ov er life  d raw ing  in 
C hina co n tin u ed  in to  the 1920s,408 It took  a great deal o f e ffo rt and a very  long
405 Li Chao Zhongguo bainian youhuashi T  fl&lLf4^ - Ml S  ^ 7, ‘A Century of Chinese Oil 
Painting’ (Shanghai, 2007), p. 58.
406 Chen, ‘Yanghua yundong guocheng lueji’ , Shanghai yishu yuekan, 7-8 (1942), pp. 144-146.
407 For a study of this event, see Chou Fangmei jwJTfglL ‘Ershi shiji chu Zhongguo huihua zhong 
nanxing luoti xingxiang de gaibian’ ‘Changes 
over the images of male nudes in early twentieth-century Chinese painting’, Renwen xuebao 26 
(2002), pp. 97-142 (pp. 104-105).
408 Li, Zhongguo bainiati youhuashi, pp. 65-66.
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tim e fo r th e  C h in ese  aud ience  to even tually  accep t life  d raw ing  and  the pub lic  
display  o f  nudes. X u B e ih o n g ’s pa in tings from  the  po rtra it o f K an g  Y ouw ei in 
the sty le  o f  Sh an g h ai com m ercia l art to  F igh ting  w ith  ci L ion  ren d ered  w ith  the 
p ractice  o f  d raw in g  casts dem onstra te  the  shifts in art teach ing  and  learn ing  in 
C hina (F igs 13 & 79). T hese  pain tings also rep resen t X u  B e ih o n g ’s keen  
concerns o v er the  la tes t know ledge o f  fine  art in  C hina, as w ell as his 
endeavours in  up g rad in g  h is status from  com m ercial artisan  to  fin e  art painter.
H e m ig h t h av e  b een  in fluenced  by  the call fo r d raw ing  from  n a tu re  that had  
em erged  in  so u thern  C hina in  the m id -1910s and assim ila ted  it  in to  his teaching  
in B eijing . X u B eihong  h ad  partic ipa ted  in the early  in stitu tio n a lisa tio n  o f 
W estern art teach in g  in  the  1910s. L ater he acqu ired  a rigorous tra in ing  in 
W estern academ ic  rea lism  and b ro u g h t back  to C h ina  a m ore system atic  teaching  
o f fine art in  th e  1920s. T he B eijing  U niversity  P ain ting  R esearch  S ociety  
p rov ided  a stag e  fo r X u B eihong  to  d issem inate  and develop  h is artistic  
p h ilosophy  rev o lv in g  a round  fine art and realism . H is efforts in  the  
in stitu tio n a lisa tio n  o f  life d raw ing  and  rea lism  th roughou t his life  exerted  a great 
im pact on  C h in a ’s art education  and in tu rn  b rough t abou t h is p restig ious status 
in C h in a ’s art w orld .
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Chapter 4 The Translation of Realism 
4.1 Xu Beihong’s Art Studies in Paris
F o llo w in g  the p ilg rim age  to study  art in the W est, w h ich  started  to flourish  
from  th e  la te  1910s am ong C hinese students, X u B eihong  em barked  on a 
Japanese  cargo b o a t fo r L ondon  w ith  m ore  than 90 students o f  the  S ino-F rench  
w ork -stu d y  schem e in  M arch  1919. In h is jo u rn ey  to Paris, X u  B eihong  stopped  
at L ondon , w here  he v isited  the B ritish  M useum , N ational G alley  and  R oyal 
A cadem y o f  A rts .409 T he  artw orks w hich  drew  his a tten tion  w ere the P arthenon 
scu lp tu res (447 -432  B .C .), the pain tings o f  the S paniard  D iego  V elazquez 
(1599-1660), and  o f  the  B ritish  artists John  C onstable (1776-1837) and J. M . W. 
Tuner (1775-1851), the A m erican  po rtra itis t John  S inger S argen t (1856-1925), 
and the B ritish  academ ic pain ter C harles S im s (1873-1928). X u B eihong  arrived 
in Paris on  20 M a y l9 1 9 , T he first p lace  he rushed  to v isit w as the L ouvre, w here 
he  saw  D a  V in c i’s M o n a  L isa , as w ell as pain tings o f R aphae l and  Jacques-L ou is 
D avid  (1748-1825). In addition , h e  pa id  a v isit to the re tro spec tive  exh ib ition  o f 
the academ ic  p a in te r E m ile  A uguste  C aro lus-D uran  (1837-1917), w h ich  w as 
held  at the  L uxem burg  M useum  (Fig. 86) 410 H e also w en t to  the  Salon , w here 
the w orks o f  L eon  B o n n at (1833-1922), Jean-Paul L aurens (1838-1921), Pascal 
A do lphe Jean  D agnan-B ouvere t (1852-1929), F r a n c i s  F lam en g  (1856-1923), 
A lbert B esn ard  (1849-1934), L eon-A ugustin  L ’H erm itte  (1844-1925), and 
Fernand  C orm on  (1854-1924) w ere on d isplay.411 T he a fo rem en tioned  pain ters 
e ither rep resen ted  rea lis tic  craftsm ansh ip  in their w orks, or had  som e association 
w ith  the W estern  c lassica l tradition . T he partic ipating  artists o f  the Salon  w ho
409 Xu and Jin, Xu Beihong nianpu, pp. 22-23.
410 For a brief account of Carolus-Duran, see Gabriel P. Weisberg, The Realist Tradition: French 
Painting and Drawing 1830-1900, exhibition catalogue (Cleveland, 1980), pp. 279-280.
411 Xu, ‘Beihong zishu’, pp. 30-31.
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drew  X u  B e ih o n g ’s a tten tio n  w ere all academ icians o f  the A cad em ie  des 
B eaux-A rts o f  the In stitu te  o f  France, w ho w ere  listed  in X u  B e ih o n g ’s 1922 
article, Z h i C henguang  m eishuhu i ( S j ( , ‘To the  D aw n  Socie ty  o f  F ine 
A rts’).412 X u  B eih o n g  regarded  them  as am ong the best artists in  the  
co n tem porary  art w o rld  o f  France. B ecause the afo rem entioned  experiences w ere 
recorded  in  X u  B e ih o n g ’s autobiography, w hich  w as pub lish ed  in  1930, w hen  he 
had b eco m e  a sp o k esm an  for W estern realism  in  the art w orld  o f  C h ina, his 
m em oirs m ay  be in p a rt shaped  b y  his later tra in ing  in the F ren ch  art academ y, 
and by  th e  stance he took . N onetheless, the m useum s and  exh ib itio n s he v isited  
to a ce rta in  deg ree  rev ea led  his penchan t for the classical s trand  o f  W estern  art 
from  the b eg in n in g  o f  h is studies in Paris. X u B e ih o n g ’s en th u siasm  fo r art was 
also reco rd ed  in J ian g  B iw e i’s m em oirs. S he recalled  that X u  B e ih o n g  spend  
m ost o f  h is tim e  in  v is itin g  m useum s, w hile she had  to  study  F ren ch  hard  during  
the firs t six  m onths o f  the ir a r r iv a l413
X u B eihong  firs t en ro lled  at the  A cadem ie  Julian, the m o st pop u la r p rivate  
academ y p rep arin g  a rtis ts  fo r the E co le  des B eaux-A rts 414 A fte r tw o m onths, he 
sat the en tran ce  ex am ina tions fo r the E co le  des B eaux-A rts, and w as accep ted  
into the stud io  o f  F lam en g  (Fig. 87). L ucien  S im on (1861-1945) succeeded  to 
F lam en g ’s p o sition  a fte r he  d ied  in 1923.415 X u B eihong  once  p rov ided  an 
accoun t o f  the stud ios at the E cole  416 N ew  students d id  no t have  to pay  any 
tu ition  fees, and w ere  on ly  ob liged  to pay  fo r refreshm en t fo r the w ho le  stud io
412 Xu Beihong, ‘Zhi Chenguang meishuhui’, in Xu and Jin, Xu Beihong yishu wenji, pp. 47-52 
(pp. P. 49).
413 Jiang, Jiang Biwei huiyilu, p. 37.
414 John Milner, The Studios o f  Paris: The Capital o f  Art in the Late Nineteenth Century (New 
Haven and London, 1988), pp. 11-16.
415 Chou Fangmei and Wu Fangcheng^^JIE, ‘1920 ji 30 niandai Zhongguo huajia fu Bali xihua 
hou dui Shanghai yitan de yingxiang’ 0  2&H 0
‘The Influence of Returned Chinese Painters from Paris upon the Art Arena of 
Shanghai in the 1920s and 30s’, in Quyu yu wangluo, pp. 629-668 (p. 638).
416 Xu, ‘Zhi Chenguang meishuhui’, p. 51.
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w hen th ey  firs t arrived . T hey  w ere also ob liged  to tidy  the studio . In  addition , the 
academ icians w ho  taugh t at the  E co le  des B eaux-A rts drew  X u B e ih o n g ’s h igh  
pra ise  fo r th e ir  p o ssessio n  o f  au thentic  know ledge o f  ait. X u  B e ih o n g ’s adoration  
fo r the E co le  de  B eaux-A rts  w as in  opposition  to  L in  F en g m ian ’s, In L in ’s 
op in ion , it w as rid icu lous to  ask the new com ers to  buy the  w ho le  class drinks 
and  to tidy  the  studio . B esides, L in F engm ian  also com plained  th a t new com ers 
w ere o ften  bu llied , and  com pared  th is insu lting  trea tm en t to that in  prison . T he 
assistan t tu tor, w ho w as in  charge o f the  daily  prac tica lities o f  stud io  life, in  L in 
F en g m ian ’s eyes w as like  th e  w arden. L in  F engm ian  d id  no t en joy  the 
a tm osphere  at the  stud ios o f  the E co le  des B eaux-A its , and  thus he p referred  
v isiting  m u seu m s ra th er than  going to the studio o f  C orm on .417 L in  F en g m ian ’s 
descrip tion  o f  C o rm o n ’s stud io  rein fo rces John  M iln e r’s s tudy  o f  C o rm o n ’s 
p riva te  a te lie r in  the  la te  n ineteen th  cen tury  418 In X u B eihong  and  L in  
F e n g m ian ’s accoun ts, the stud ios o f  the  E cole  des B eaux-A rts in the  early  
tw en tie th  cen tu ry  rem ain ed  largely  the sam e as they  had been  in  the  n ineteen th  
century ,419 It seem s tha t the  F rench  academ ic teaching  system  o f  the n ineteen th  
cen tu ry  ch an g ed  little  and  con tinued  in to  the nex t cen tury  420 L in  F engm ian  and 
X u B e ih o n g  shared  som e sim ilar experiences. F or exam ple, they  b o th  w en t to 
study  a t the  E co le  des B eaus-A rts and then  w ere appo in ted  heads o f  lead ing  art 
departm en ts and  academ ies in  the 1920s after they  re tuned  to  C hina. A lthough  
they bo th  s tud ied  at the F rench  academ y, they  la ter developed  d ifferen t personal
417 Lin Fengmian enrolled in Fernand Cormon’s studio at Ecole des Beaux-Arts. Wan Qingli, 
‘Lin Fengmian yu tade Faguo laoshi Feiernande Keluomeng (Fernand-Anne Piestre Cormon, 
1845-1924)’ (Fernand-Anne Piestre Cormon,
1845-1924), ‘Lin Fengmian and His French Teacher Fernand-Anne Piestre Cormon, 1845-1924’, 
in Wan, Wan Qingli meishu wenji, pp. 203-211 (pp. 207-208).
418 Milner, The Studios o f  Paris, pp. 20-25.
419 Jacques Letheve, D aily Life o f  French Artists in the Nineteenth Centuty, trans. Hilary E. 
Paddon (London, 1972), pp. 28-29.
420 Carl Goldstein, Teaching Art: Academies and Schools from Vasari to A lbers (Cambridge and 
New York, 1996), p. 61.
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pain ting  sty les. L in  F engm ian  assim ilated  the la test trends o f  the W estern  art o f 
his day, su ch  as E xpression ism  and F auv ism , w hile X u B eihong  becam e loyal to 
the W estern  c lassica l trad ition  and R ea lism  (Figs 88-89) 421 S cho lars o f  m odern  
C hinese a rt have  o ften  com pared  th em  to reveal the d iversity  o f  th e  art w orld  o f 
m odem  C h ina , and  on the basis o f  th is com parison , X u B eih o n g  is often  
critic ised  as a conservative .422
In X u  B e ih o n g ’s account, studen ts at the E cole  des B eaux-A rts  w ere asked 
to draw  fro m  the p laste r casts first, and then  from  the an tique and  from  live 
m odels. T h ese  p rac tica l courses w ere  jo in ed  by theore tica l ones, such  as anatom y, 
perspective , art h istory, aesthetics and h isto ry  o f an tiqu ities. X u  B eihong  was 
p a rticu la rly  fo n d  o f  the  anatom y course. H e p ra ised  the  teach er o f  the  course,
Paul R ich e r (1849-1933 , p ro fesso r at the E cole  des B eaux-A rts from  1903 to 
1933), as the  b e s t a ll over the w orld  in  this d iscip line.424 X u B e ih o n g ’s resu lts 
seem  to h av e  been  the best am ong the con tem porary  C h inese  studen ts w ho 
pursued  a rt stud ies in  Paris. H e w as p laced  fourteen th  in  the firs t year and six th  
in the seco n d  year o f  the  annual exam ination  o f  the E co le .425 A cco rd in g  to Jiang 
B iw ei’s m em oirs, X u B eihong  w as the  only  one am ong the C h inese  students, 
w ho also  stu d ied  a t the E co le  des B eaux-A rts, to  pass b o th  exam inations in 
theories an d  tech n iq u es.426 X u B e ih o n g ’s know ledge o f  W estern  art theories 
later m ade  h im  an e loquen t p roponen t o f  F rench  academ ic art and  rea lism  in the
421 For an account of Lin Fengmian, see Hans van der Meyden, ‘Submerged in a Melting-Pot of 
International Art: Chinese Painters and the School of Paris 1920-1950’, in Rita Y.C. Chang ed„ 
Zhongguo -  Bali: Zaoqi IttPa Imajia huiguzhan T ®  -  : - T J f l S t V / T ‘China-
Paris: Seven Chinese Painters Who Studied in France, 1918-1960’ (Taipei, 1988), pp. 28-43. Man 
Yee Sandy Ng, Lin Fengmian (1900-1991): Figure Painting and Hybrid M odernity in Twentieth 
Century Chinese Art, unpublished Dphil dissertation (University of London, 2005).
422 For example, Wang, ‘In the Name of the Real’.
423 Xu, ‘Zhi Chenguang meishuhui’, pp. 48-51. On the curriculum of the French academies, see 
Letheve, D aily Life o f  French Artists in the Nineteenth Century, pp. 28-30.
424 On Paul Richer, see Anthea Callen, The Body and Difference: Anatomy Training at the 
Ecole des Beaux-Arts in Paris in the Later Nineteenth Century”, Art History, 20.1 (1997), pp. 
23-60.
425 Shibao, 5 March 1926.
426 Jiang, Jiang Biwei huiyilu, p. 38.
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d iscu rsive  space  o f  C h in a ’s art w orld . X u B eih o n g ’s resu lts  d em onstra ted  his 
diligence. J ian g  B iw ei reca lled  that X u B eihong  often  pa in ted  too h a rd  to  eat and 
sleep.427 X u  B e ih o n g ’s d iligence drew  atten tion  fro m  a jo u rn a lis t o f  the Shibao, 
W ang Ye w ho ran  in to  X u  B eihong  in Paris one even ing . H e  p ra ised  the
fac t th a t X u  B eih o n g  w as too  p reoccup ied  w ith  his art stud ies to  be d istrac ted  by 
the p leasu res o f  P aris 428 X u B eihong  also recorded  h is stud ious attitude  in  one 
o f  his d raw ings, say ing  th a t he  d id  no t have  tim e for lunch  fo r tw o w eeks w hen 
h e  sat th e  exam ina tions in the spring  o f  1921 (Fig. 90). D ilig en ce  b ecam e a 
v irtue th a t X u  B eihong  w as p roud  of, as w ell as a standard  by  w h ich  to m easure 
an artis t’s accom plishm en ts. X u B eihong  took  his stra itened  circum stances as an 
exam ple  to  argue th a t ‘unusual d ilig en ce’ underlay  an a rtis t’s ta len t.429 M oreover, 
the F rench  pa in te r P ierre-P au l P ru d ’hon  (1758-1823) and scu lp to r P ie rre  Puget 
(1622-1694) d rew  X u B e ih o n g ’s p ra ise  fo r their reso lu tio n  to  overcom e the 
hardsh ips tha t they  encoun tered  in  th e ir  art stud ies.430
F in an c ia l hardsh ip  w as com m on  am ong the C hinese  students in  Paris. Pang  
X unqin  ( J l l l l iP f ,  1906-1985) only  had  b read  fo r C hristm as. To d istrac t his 
suffering  fro m  hunger, h e  thus k ep t pain ting  from  m orn ing  to  m id n igh t.431 
C hang  Yu, w ho w as from  a w ell-to -do  fam ily, also encoun tered  the hardsh ip  o f  
poverty. H e  once  could  no t fu lfil a com m itm ent because he d id  no t have m oney  
to  buy th e  req u ired  m ateria ls .432 X u Z h im o ’s short fic tion , R ouyan  de B ali (I^jfS  
‘S ensual P a ris ’), m ay p rov ide  a g lim pse in to  th e  life  o f  C h inese  students
427 Jiang, Jiang Biwei huiyilu, p. 38.
428 Shibao, 5 March 1926.
429 Xu, ‘Zhi Chenguang meishuhui’, p. 48. Xu Beihong, ‘Beihong sumiaoji zixu’
g  fF, ‘Author’s Preface to The Drawings o f  Beihong', in Xu and Jin, Xu Beihong yishu wenji, pp. 
69-70.
430 Xu, ‘Zhi Chenguang meishuhui’, p. 50. Xu Beihong, ‘Puludong’ j=jrll'j$U ‘Prud’hon’, in Xu 
and Jin, Xu Beihong yishu wenji, pp. 55-68.
431 Xiu Huajing, Shanghai -  Paris: Chinese Painters in France and China, 1919-1937, 
unpublished Dphil dissertation (Oxford University, 2000), p. 95.
432 Xiu, Shanghai-Paris, p. 97.
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in  P aris .433 X u Z h im o in  the fic tion  to ld  the story  o f  a friend , w ho w as studying  
art in  P aris. H e lived  in  an attic  o f  an o ld  bu ild ing , w here the in te rio r w as alw ays 
dim . W h en  X u  Z h im o v isited  his p lace, he show ed X u Z h im o his co llec tion , 
inc lud ing  a d raw ing  b y  B onnat and one by  A uguste  R od in  (1840-1917). 
M oreover, h e  p ra ised  the ideal beau ty  in the nudes o f  S andro  B ottice lli 
(1445-1510) and  P e te r P aul R ubens (1577-1640), and critic ised  the ug liness in 
those o f  M atisse , C ezanne and Paul G auguin  (1848-1903).434 T his taste  fo r art is 
rem in iscen t o f  that o f  X u B eihong. T he  attic, w here X u Z h im o ’s friend  lived , is 
also rem in iscen t o f  X u  B e ih o n g ’s p lace  in  the A venue de F ried lan d  435 
N everthe less, the life  sty le o f X u Z h im o ’s friend  in  the fic tion  w as decadent. H e 
w as a n ig h t ow l. H is in term inab le  com m ents on m odels in  a sensual tone, w hich  
co n stitu ted  the m ain  them e o f  this fiction, suggested  tha t the  p ro tag o n is t lived  a 
d epraved  life , in opposition  to X u B e ih o n g ’s studious life  style. T his fic tion  m ay 
be a syn thesis  o f  several art s tu d en ts’ experiences.436 T hus, it re flec ted  various 
aspects o f  C h inese  s tu d en ts’ life  in  Paris in  the 1920s, inc lud ing  tha t o f  X u  
B eihong,
In add ition  to the  studio  o f  F lam eng, X u  B eihong a lso  learn t p a in tin g  at the 
p rivate  stud io  o f  D agnan-B ouvere t on S undays, till he re tuned  to C h in a  in 
1927 437 D ag n an -B o u v ere t w as a teacher o f  the E cole  des B eau x -A its  and  an 
academ ician  o f  the In stitu te  o f France. M oreover, he w as also a lead ing  m em ber 
o f the S oc ie te  N ationa le  des B eaux-A rts, w hich  w as se t up in  1890 u nder the
433 Xu Zhimo studied at LSE and Cambridge in the UK. He went to Paris in 1924 and became a 
good friend of Xu Beihong and his wife. Jiang, Jiang Biwei huiyilu, p. 147,
434 Xu Zhimo, ‘Rouyan de Bali’, in Jiang FucongI^f|[if§and Liang Shiqiu^ltT^eds, Xu Zhimo 
Quanji ‘A Corpus of Xu Zhimo’s Works’ (Taipei, 1969), Vol. IV, pp. 77-90.
435 Craig Clunas, ‘Chinese Art and Chinese Artists in France’, Arts Asiatiques 44 (1989), pp. 
100-106 (p. 102).
436 Some studies argue that the artist in Xu Zhimo’s fiction is reminiscent of Chang Yu’s life in 
Paris. Chen, Chang Yu, p. 28.
437 On Dagnan-Bouveret’s studio, see Milner, The Studios o f  Paris, p. 190.
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leadersh ip  o f  E rn est M eisson ier (1815-1891).438 T he S o cie te  N ationa le  des 
B eaux-A rts  and  T he  Societe  des A rtistes F ran§ais dom inated  the ju ry  o f  the  
S alon .439 H ence, D agnan-B ouvere t w as an in fluen tia l figu re  in th e  offic ia l art 
w orld  o f  F rance . D agnan-B ouvere t at the E co le  des B eaux-A rts w as the student 
o f  the w ell-es tab lish ed  academ ician  Jean-L eon  G erom e (1824-1904), w ho w as 
know n fo r h is  in fusion  o f  pho tog raph ic  veracity  and a sense o f  con tem poraneity  
in to  h is to rica l pa in tin g  (Fig. 9 1).440 G ero m e’s m eticu lous pa in ting  sty le also 
dem onstra ted  itse lf  in  his teach ing  w hich  w as know n  as dem anding , inc isive  and 
tho rough .441 U n d er such  tra in ing , D agnan-B ouvere t w as sk illed  a t m ak ing  a 
pain ting  rea lis tica lly  w ith  pa in stak ing  care, a skill w hich  w on  h im  a repu ta tion  as 
a R ealist.442 H is genre pain tings, w hich  w ere rendered  w ith  pho tog raph ic  
veris im ilitu d e , m ade  h im  a m ore successfu l pa in ter o f  N a tu ra lism  443 H orses a t 
the W atering Trough , w hich w as execu ted  in  1884, w as a h ig h ly  accla im ed  
pain ting  in  the  1885 Salon (Fig. 92). T h e  closely  observed  and accurately  
transcribed  deta ils  dem onstrated  how  D agnan-B ouvere t h e igh tened  the illusion  
o f reality  w ith  the aid o f pho tographs (Fig. 93).444 T his horse  pain tin g  m ay  have 
exerted  som e influence  on X u B e ih o n g ’s la ter creation  o f  horse  pain ting . 
A lthough  th e  in k  and  expressive  sty le  in  X u B eih o n g ’s ho rse  p a in tin g  is very 
d ifferen t fro m  the realistic  oil pa in tin g  o f  H orses a t the W atering T rough . X u
438 Constance Cain Hungetford, ‘Meissonier and the Founding the Societe Nationale des 
Beaux-Arts’, A rt Journal, 48.1 (1989), pp. 71-77.
439 On the collapse of the official Salon system in the 1880s and the contesting situation of 
different forces and institutions in the art world of France in the late nineteenth century, see 
Patricia Mainardi, The End o f  the Salon: Art and the State in the Early Third Republic 
(Cambridge and New York, 1994).
440 Linda Nochlin, Realism (London, 1990), pp. 23-33.
441 Milner, The Studios o f  Paris, p. 18.
442 For a comprehensive study of Dagnan-Bouveret, see Gabriel P. Weisberg, Against the Modem; 
Dagnan-Bouveret and the Transformation o f  the Academic Tradition (New York, 2002).
443 Realism and Naturalism both required painstaking craftsmanship. The realistic effects made 
them synonymous. Many Realists were also Naturalists, such as Dagnan-Bouveret. On 
Naturalism, see Gabriel P. Weisberg, Beyond Impressionism: the Naturalist Impulse in 
European Art, 1860-1905 (London, 1992).
444 Weisberg, A gaiiist the M odem, pp. 70-72.
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B eih o n g ’s p en c il d raw ings o f  horses dem onstrated  the im portance  o f  W estern  
p ic to ria l dev ices in  the m aking  o f h is in k  horse pain tings (Fig. 94). T he 
pho to g rap h ic  verisim ilitude  in  X u B e ih o n g ’s early  po rtra it pa in tings m ay also 
draw  on  h is  adm ira tion  fo r D ag n an -B o u v ere t’s atta inm ents. D agnan -B ouvere t 
tu rned  to  p u rsu e  in his pain ting  a sense o f  transcenden t sp iritua lity  in h is la ter 
career.445 T h e  com bination  o f  R ea lism  and S ym bolism  in  D ag n an -B o u v ere t’s 
later w orks w as h igh ly  regarded  by  X u B eihong  as the best exam ples to represen t 
the w orks o f  id ea l beau ty  w ith  rea listic  craftsm anship , w hich  X u  B eihong  
expounded  in  the  article, ‘B eau ty  and  A rt in  P a in tin g ’ 446
In ad d itio n  to study ing  art w ith  the  academ icians at the academ y and in  
stud ios, X u  B e ih o n g ’s pastim e was to v isit m useum s and the an tiquarian  
bookshops a long  the river Seine 447 M oreover, he also sharpened  h is art sk ills by 
copying  pa in tin g s in m useum s. C opying  m asterp ieces in m useum s seem ed  to be 
a w id esp read  p rac tice  fo r art students. W ang Y achen spen t tw o years in P aris  on 
copy ing  th e  w orks o f the m asters, such  as those o f  T itian  (1485-1576), N ico las 
P oussin  (1594-1665), R em brand t (1606-1669), R ubens, E u g en e  D elacro ix  
(1798-1863), etc. D uring  his so journ  in Paris, W ang Y achen co p ied  a  to ta l o f 32 
p a in tings.448 Jian g  B iw e i’s account p rovides a g lim pse  in to  X u  B e ih o n g ’s 
d iligence  in  co py ing  m asterp ieces. She recalled  that X u B eihong  arranged  an 
ex tra  v is it to  the N ational G allery  in  L ondon  to copy V elazquez’s The Toilet o f  
Venus (1647-1651), w hich  took  h im  ten  days (Fig. 95), w hen  he w as m ounting  a 
C h inese p a in tin g  exh ib ition  in Paris in  19 3 3.449 X u B e ih o n g ’s copy  o f  R ap h ae l’s 
The M ira cu lo u s  D raugh t o f  F ishes  (1515-1516) appeared  at S o th eb y ’s auction  o f
1,45 Weisberg, Against the M odem , pp. 105-118.
446 Xu Beihong, ‘Faguo yishu jinkuang’, p. 72.
447 Jiang, Jiang Biwei huiyilu, p. 38.
448 Xiu, Shanghai - Paris, p. 108.
449 Jiang, Jiang Biwei huiyilu, p. 82. On Chinese painting exhibitions held in Europe in the 1930s, 
see Jo-Anne Birnie Danzker et al. eds, Shanghai Modern 1919-1945 (Miinchen, 2004), pp. 27-44 
& 112-126.
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Fine M o d ern  C hinese O il P aintings, W atercolors and  Sculp ture  in  T aipei in  
O ctober 1992 (F igs 96-97) 450 T his p a in ting  is dated  1933 (G ui you  
m ean ing  th a t X u B eihong  also  cop ied  R ap h ae l’s w ork at the V ic to ria  and  A lbert 
M useum  in  L ondon, X u  B e ih o n g ’s industry  and ab ility  can b e  seen  in  his faith fu l 
copy o f  R a p h a e l’s pa in ting .
W h e th e r in  h is au tob iography  or o ther p eo p le ’s m em oirs, X u  B e ih o n g ’s 
im age is a lw ays serious and  studious. N evertheless, his in itia tion  in to  the 
H eaven ly  D og  S ocie ty  (Tiangouhui revealed  ano ther s ide  o f  X u
B eihong .451 T h e  nam e o f  the  H eaven ly  D og  S ociety  seem ed  to  fo rm  an iron ic 
response  to  the fam ous art society, the  H eavenly  H orse  S ocie ty  (Tianm ahui 
'H"), w h ich  w as founded  in  S hanghai in  1919. Its lead ing  m em bers inc luded  
several in flu en tia l figures in the W estern art w orld  o f S hanghai, such  as L iu  
H aisu , W ang Y achen, and D in g  S ong  452 A p ic tu re  in  w h ich  X u B eihong  and his 
w ife  w ere  p h o to g rap h ed  around 1923 reveals X u B e ih o n g ’s dand ified  
appearance  (Fig. 98). X u B eihong  w as one o f the p rin c ip le  m em bers o f  the 
H eav en ly  D o g  Society , a long  w ith  X ie Shoukang (H jfliJSt, 1894-?), Shao 
X unm ei (§|5?(1J||, 1906-1968), Z hang  D aofan  ( ? I j I 'M .  1897-1968), C hang  Yu, 
and J ian g  B iw ei 453 S everal m em bers, such as Shao X unm ei and  C hang  Yu, 
often  b eh av ed  in a re la tive ly  bohem ian  m anner.454 Jiang  B iw ei recalled  how  
they o ften  w en t to the c inem as and sa t in the cafes several tim es a day. X u 
B eihong  la te r also  a ttended  the ateliers in  M ontparnasse, the cen tre  o f
450 Fine Modern Chinese Oil Paintings, Watercolors and Sculpture, Sotheby’s auction catalogue 
(Taipei: 18 October 1992).
451 For a detailed account of the Heavenly Dog Society, see Jiang Biwei, Jiang Biwei huiyilu, pp. 
42-43, 47 & 50.
452 Liu Haisu, ‘Tianmahui shi shenme’ ‘What on earth is the Heavenly
Horse Society?’, in Zhu Jinlou and Yuan Zhihuang eds, Liu Haisu yishu wenxuan
‘A Selection of Liu Haisu’s Essays on Art’ (Shanghai, 1987), pp, 66-68.
453 Jiang, Jiang Biwei huiyilu, p. 47.
434 On Shao Xunmei, see Lin Qi Haishang caizi Shao Xunmei zhuan
‘A Biography of the Wit in Shanghai, Shao Xunmei’ (Shanghai, 2002). On Chang Yu, see Chen
Yanfeng W.FkM-, Chang Yu 'tfCE (Taipei, 1995).
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avan t-garde  a rt in Paris. I t m ay be th a t he  w as in fluenced  by  C h an g  Yu, w hose 
nude p a in tin g s  rep resen ted  a sensual a tm osphere  in  the sty le  o f  M atisse  and 
Pablo  P icasso  (1881-1973) (Fig. 99).455 C hang  Yu and X u B e ih o n g  developed  a 
c lose  frien d sh ip  w hen  they w ere in P ails. T h e ir friendship  can  be  in  p a rt m anifest 
in  a p ap er sheet, o f  w hich  one side is a d raw ing  o f  lions and the  o ther s ide an ink 
flow er p a in tin g  (F igs 100-101). T he  draw ing  o f  lions execu ted  by  X u B eihong  
around 1922 rep resen ted  a W estern  rea lis tic  style, w hile the  flo w er pa in ting  
m ade b y  C h an g  Yu in  1921 dem onstra ted  a literati taste fo r trad itio n a l C h inese 
pain ting . T h ese  tw o w orks on a sh ee t’s tw o sides illustra ted  in  p a rt the d ichotom y 
o f rea lism  and  idea lism  in m o d em  C h inese  pain ting , in the  face  o f  the  call for 
p ro -W estem  refo rm s in  C h in a ’s art w orld  in  the tw entie th  century. M oreover, this 
sheet has also  been  used  as a conv incing  m anifesta tion  o f  X u  B e ih o n g ’s im age as 
a co n serv a tiv e  rea list.456 W ith  a grow ing  popu lar W estern  m o d ern is t perspective 
on m odern  C h inese  pain ting  in the re la ted  scholarship , X u B eih o n g  has been  
gradually  shaped  as a conservative  p roponen t o f  W estern R ea lism , w hich  was 
o u tdated  in  the  W est in the  tw en tie th  cen tu ry  457 N onetheless, X u B e ih o n g ’s 
p h o tog raphs, friends, and the con tem porary  C hinese press in d ica ted  th a t h e  was 
regarded  as a m odern  p a in te r at tha t tim e. W hen  X u B eihong  re tu rned  to C hina 
in  1927, a rep o rt sa id  th a t X u B eihong, w ith  his long hair and detached  languid  
m anners, w as a bo h em ian  artist o f the L atin  Q uarter o f P a ris .458 A  d raw ing  o f 
Shao X u n m ei done by  X u  B eihong  m ay  exem plify  the d iv e rs ity  o f  a m odern  
C h inese  artis t (Fig. 102). T he  rea lis tic  rendering  o f  Shao X u n m ei dem onstra ted  
X u B e ih o n g ’s so lid  founda tion  in a W estern  academ ic tra in ing . N onetheless, the
455 Leslie Jones, ‘San Yu: Chinese Painter of Montparnasse’, Res, 35 (1999), pp. 224-239.
456 Wang, ‘Sketch Conceptualism as Modernist Contingency’.
457 For example, the latest essays include Wang, ‘In the Name of the Real’; Wang, ‘Sketch 
Conceptualism as Modernist Contingency’. For a study on the formulation of Modernism, see 
Jonathan Harris, Writing Back to M odem  Art; After Greenberg, Fried, and Clark (New York, 
2005).
458 van der Meyden, ‘Submerged in a Melting-Pot of International Art’, p.40
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p a instak ing  sty le  o f  this d raw ing  seem ed  contrad ictory  to S hao  X u n m ei’s im age, 
as a w rite r w ell k n o w n  fo r the decad en t sty le in  his w ritings and  life . X u B eihong  
and S hao  X u n m e i’s friendsh ip  rem ained  after X u B eihong  becam e  an advocate  
o f  rea lism , w ho  severe ly  critic ised  m odern ist art.459 X u B eih o n g  w as a stud ious 
studen t in  P aris  and  acqu ired  attainm ents in painstak ing  rea lism  through 
academ ic  tra in ing . A t the sam e tim e, he w as also a young  and  am bitious C hinese 
painter, w ho  w as fond  o f  the  dash ing  side o f  Paris. H is sk ill in academ ic rea lism  
rap id ly  m ad e  h im  the p roponen t o f  W estern  realism  in the co m petitive  art fie ld  in 
C hina; m ean w h ile  the  d iversity  in h is  art and d isposition  w as g radually  
subm erged  in  the  shap ing  o f  his im age  as a rea list hero.
D raw in g  m ay  b e  the b es t exem plifica tion  o f  X u B e ih o n g ’s academ ic  
tra in ing  in Paris. D u rin g  h is so jou rn  in  E urope, X u  B eihong  w as p roductive . H e 
m ade a co n sid erab le  n u m b er o f draw ings, as w ell as oil figu re  pain tings, and  
drafts o f  h is to ry  pain tings. X u B e ih o n g ’s draw ings on the one  h an d  dem onstrated  
that he w as a stud ious student; on th e  o ther hand, they rev ea led  the dem anding  
and stric t tra in in g  system  at the  E co le  de B eaux-A rts. T h e  life  at the  E co le  
consisted  o f  end less con tests up to th a t for the P rix  de R o m e 460 T h e  com petition  
started  fro m  the beg inn ing . A sp iran ts to be official s tudents o f  the  E co le  h ad  to 
take exam in a tio n s annually , and th e  resu lts w ould  affect the  a llocation  o f  seats in 
the  d raw ing  c lasses.461 F o r X u B eihong , painstak ing ly  rea lis tic  rendering  was 
the w ay to  em body  d iligence  and thu s w as the v isual eq u iv a len t o f  m oral 
integrity. X u B e ih o n g ’s p o in t o f v iew  responded  to the in flu en tia l F rench  
N eoclassica l p a in te r Jean  A uguste  D om in ique In g res’s (1780-1867) d ic tum  that
459 When Xu Beihong and Jiang Biwei’s marriage appeared serious problems in 1930, Xu 
Beihong left home and stayed at Shao Xunmei’s place. Lin, Haishang caizi Shao Xunmei zhitan, 
pp. 78-80.
On Prim de Rome, see Letheve, D aily Life o f  French Artists in the Nineteenth Century, pp. 
31-34.
451 Callen, ‘The Body and Difference’, pp. 31-32.
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draw ing  w as the p rob ity  o f  ait. T he  d ic tu m  had been  set as the gu ide  in  academ ic 
teach ing .462
C o m p arin g  the d raw ings that X u  B eihong  had  done in  1921 and 1922 w ith 
those  fro m  1924, w e see th a t X u B eihong  m ade g reat p rogress in  h is pa in tin g  
atta inm en ts (F igs 103-106). T he d raw ings o f 1921 and 1922 are stud ies o f  m ale 
bodies. T h e  layers o f  lig h t and shade are no t rich  enough to rep resen t the  sm ooth  
tex tu re  o f  skin. I t seem s tha t X u B eihong  strived  to  take care o f each  p a rt o f  the 
bod ies and  thus w as unab le  to portray  the live m odels as a w hole. H is skills w ere 
no t m atu re  at th a t tim e. N evertheless, X u B eihong  seem ed to overcom e the 
d ifficu lties and  w as ab le  to  represen t anatom ically  p recise  hum an  bod ies in  his 
w orks o f  1924. T h e  exqu isite  and thorough m odelling  w ith  sub tle  g radations o f 
lig h t and  shade  v iv id ly  rep resen ts the  tex ture  o f  m ale  sk in  at d ifferen t ages. E ven 
in  a d raw in g  done w ith  a m uch  m ore  rough  touch, the po rtrayed  m ale  nude still 
rem ains anato m ica lly  p rec ise  (Fig. 107). In  this m ale  figure d raw ing , X u 
B eihong  show ed  m ore  confidence. It seem s tha t he w as ab le  to rep resen t a 
hum an  bod y  p rec ise ly  on ly  w ith  bo ld  use o f ligh t and shade. It sh ow ed  that X u 
B e ih o n g ’s d raw in g  a tta inm ents had  allow ed h im  to draw  fro m  life  w ith  a m ore 
personal and  even  p lay fu l touch.
C o m p arin g  th e  afo rem entioned  draw ings w ith  X u B e ih o n g ’s early  portrait 
p a in tings, in  w h ich  the figu re  bod ies are th in  and schem atic  w ith o u t a h in t o f 
v o lum e, w e see th a t X u  B eihong  benefited  g reatly  from  the kn o w led g e  o f  
anatom y th a t he  lea rn t from  the re la ted  courses at the E cole. A s m en tio n ed  above, 
the ana tom y  class at the E co le  and the teacher P au l R icher drew  h ig h  p ra ise  from  
X u B eihong . R ich e r w as in terested  in  s tudy ing  the m echanics o f  p h ysica l
462 Harrison C. and Cynthia A. White, Canvases and Careers: Institutional Change in the French 
Painting World (Chicago and London, 1993), p. 7,
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m ovem en ts,463 In a series o f  pho tographs that he took  o f  a m ale  m odel in 
various p o sitio n s, som e o f  the poses seem ingly  im ita ted  c lassica l scu lp tures (Fig. 
108). F o r exam ple , the  one in  the th ird  line, the second from  the  right, is posed  in 
im ita tion  o f  M ich e lan g e lo ’s fam ous statue D avid. R ich er also to o k  a few  series 
o f  fem ale  b o d ies in  various p o sitions (Figs 109-110). S om e o f  these  poses are 
also seen in  X u B e ih o n g ’s d raw ings, such  as the ly ing  p o se  (Fig. I l l )  and the 
stand ing  p o se  in  the  second  row, the second  from  the le ft (Fig. 112). X u B eihong 
m ust hav e  d raw n  from  the m odels posed  in  the life  class, in stead  o f  from  those 
taken  in  th e  pho tographs. H ow ever, these  p ictures re flec ted  th e  w ay  in w hich 
anatom y h e lp ed  to im prove a s tu d en t’s d raw ing  skills.
X u B e ih o n g ’s industry  is also  dem onstra ted  in  his g rea t p a tien ce  in 
repeated ly  d raw in g  from  the  sam e live  m odel from  various ang les (Figs 113-115). 
T he tones o f  ligh t and shade and  the fin ished  degree  in  the th ree  d raw ings are 
very  sim ilar, show ing  X u  B e ih o n g ’s m eticulous attitude  tow ards studying  art.
T he R u ss ian -b o m  A m erican  scu lp to r Saul B aizerm an  (1899-1957) described  the 
life  class th a t he  too k  at the B eaux-A rts  Institu tion  o f  D esign , say ing  that “We 
usually  h ad  fo u r w eeks w ith  the sam e m odel and the sam e p o se” .464 A lthough  it 
was a d esc rip tio n  o f  the life  class in  early  tw en tie th -cen tu ry  N ew  Y ork, it can 
p rov ide  us w ith  a g lim pse in to  the life class at the con tem poraneous E co le  de 
B eaux-A rts  in Paris. T he sam e p o se  w as a challenge fo r bo th  m odels and 
students. It w as b o ring  and painfu l, as B aizerm an  com plained , to  m anage to keep 
the m o m en tu m  to  draw  from  the  sam e live m odel from  d ifferen t angles. T his 
d em and ing  p rac tice , w hich  revealed  the  h igh  standard  o f  perfec tio n  at the Ecole, 
seem ed to  b e  em bod ied  in  X u B e ih o n g ’s draw ings.
T h e  tho rough  rendering  and h igh ly  fin ished  touch  rep resen t idealised  beauty
463 Callen, The Body and Difference’, pp. 45-52.
464 Carl Goldstein, Teaching Art, p. 180.
198
in  the p o rtray ed  figu res o f  X u  B e ih o n g ’s draw ings. T he id ea lised  beau ty  o f  the 
hum an  fo rm  w as reg ard ed  by  the academ ies as the em b o d im en t o f  m a n ’s m oral 
and sp iritua l v a lue .465 T h e  hum an  body, w hich  served  as the h ig h es t form  o f art, 
had  been  cen tra l to  the  doctrines o f academ ic art since the sev en teen th  century  
w hen the  A cadem y w as estab lished .466 N onetheless, perfec t b eau ty  did no t 
sim ply  lie  in  h um an  figures, bu t in  the idealised  form , w hich  co u ld  be found  in 
the c lassica l p a in tin g  and  sculpture. T herefore, in an academ ic tra in ing , draw ing 
from  a liv e  m odel w as as im portan t as d raw ing  from  the an tique. T h e  thoroughly  
rea lis tic  sk ills  w ere  the  best m eans to crysta llise  th is beauty, b y  m ak ing  a hum an 
figure as id ea lised  and sm oo th  as a c lassical statue o f  m arble. X u  B e ih o n g ’s 
draw ing  o f  a fem ale  nude  w ith  the tex ture  o f a scu lp ture  can d em o n stra te  such 
academ ic aesthetics (Fig. 116). T he draw ing  depicts a w om an  tak in g  a nap. T he 
rig id  lines o f h e r  face  express the hard  touch  o f  stone; and the exq u is ite  
sm oothness o f  h er sk in  is also suggestive o f  m arble; bu t the b e lly  represen ts the 
soft tex tu re  o f  the hum an  body. X u B e ih o n g ’s h igh ly  fin ished  tou ch  m akes it 
harder to  tell w hether the portrayed  figure is a hum an  body  o r a  statue.
X u  B e ih o n g ’s d raw ings dem onstrate  his so lid  founda tion  in  an  academ ic 
train ing. T h ey  rap id ly  w on  X u B eihong  a repu tation  as an accom plished  
W estern ised  C h inese  painter. M oreover, X u B eihong argued th a t the  painstak ing  
and rea lis tic  rendering  in  academ ic art, w hich represen ted  h u m an  m orality , could 
serve as th e  rem edy  fo r th e  decadence in  p resen t C h ina.467 T h e  academ ic 
aesthetics, w h ich  reg ard ed  the idealised  hum an figure ex ecu ted  w ith  realistic  
craftsm ansh ip  as the em bod im en t o f  sp irituality  and m orality, m ay  p rovide an 
answ er to  X u  B e ih o n g ’s life long  loyalty  to realism  and acad em ic  art, because it
455 Callen, The Body and Difference, p. 23.
4(56 White, Canvases and Careers, p. 6.
467 Xu Beihong, ‘Angeer de sumiao’ ‘Drawings of Ingres’, in Xu and Jin, Xu
Beihong yishu wenji, pp. 161-162 (p. 161).
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could  se rv e  as the  m odel fo r realistic  C h inese  p o rtra itu re  to rep resen t the 
sp iritua l re so n an ce  o f  lite ra ti pain ting , and thus ra ise  the ir po sitio n  in  the  C h inese 
pain tin g  rea lm . T his e levation  o f the  cu ltu ra l pow er o f C h inese  p ro fessional 
pa in ting  w o u ld  help  X u B eihong  to increase  his cu ltu ral cap ita l and  sign ificance  
in C h in a ’s art w orld .
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4.2 Xu Beihong’s Reading of Western Realism during 1921-1926
A fte r leav in g  fo r E urope from  S hanghai in M arch  1919, X u B eihong  did not 
p u b lish ed  any  essay  on  art un til 1921 w hen  the article, ‘To the  D aw n  Socie ty  o f 
F in e  A rts ’, w as p u b lish ed  in  the first issue o f C henguang { f j k f t )  m agazine . In
1925, X u  B e ih o n g  w ro te  prefaces fo r tw o catalogues: B eihong  hu iji xu  a m m m  
III/} fF , ‘P re face  to  A  C ollection  o f  B e ih o n g ’s P a in tin g s’), and  ‘P ru d ’h o n ’ . In
1926, th e  p ress p u b lish ed  several speeches give by  X u B eihong  w h en  he re tu rned  
to C hina  fo r  a few  m onths to look  fo r financial support. T hese  speeches have 
been  rep ea ted ly  pub lish ed , and p rov ide  an encapsu la tion  o f  X u  B e ih o n g ’s art 
studies in  E u ro p e  fro m  1919 to 1926, as w ell as o f  his percep tio n  o f  W estern  
rea lism .468 T h e  speeches o f  1926, w hich  are in w ide c ircu lation , are as fo llow s: 
‘A u th o r’s P re face  to The D raw ings o f  B e ih o n g ’, ‘T he  C urren t S itua tion  in 
F rench  A r t’, X u esh u  ya n jiu  zh i tanhua  , ‘A T a lk  on  A cadem ic
R esea rch ’), M eish u  zh i q iyuan  j iq i  zhencli -  Z a i Shangha i X in w en  xu eh u i 
j ia n g y a n c i  -  I E 0 ? frrJ'‘P t t T WiM !?', ‘T he  O rig in  and
E ssence  o f  A rt -  A  S peech  G iven  to the S hanghai Jou rna lism  S o c ie ty ’), ‘The 
A natom y  o f  B eau ty  -  A  Speech G iven to the Shanghai K ailuo  C o m p an y ’), Yu 
S h ib a o jizh e  tan  y ish u  ( H  ( 9 # $ $ )  ‘C onversa tion  on  A rt w ith  a
Jo u rn a lis t o f  th e  S h ib a o ’), Zai Z honghua  yishu  daxue jia n g ya n c i
‘A  S p eech  G iven  at the C h inese U niversity  o f A lt’), and  G ujin  
Z h o n g w a i y ish u lu n  -  Z a i D atong  daxue jia n g ya n c i  (j! j r I-1 Wfm -  J:E;X[E]
‘O n A n c ien t and M odem , C hinese and  W estern  A rt -  A  Speech  
G iven  a t D a to n g  U n iv e rs ity ’.469 X u B eihong  m entioned  rea lism  severa l tim es in 
these speeches. N onetheless, the term  rea lism  fo r X u B eihong  seem ing ly  referred
468 Xu Beihong moved to Berlin for about one and half years from July 1921, due to financial 
pressure. Xu and Jin, Xu Beihong nianpu, pp. 26-29.
469 These speeches are collected in Xu and Jin, Xu Beihong yishu wenji, pp. 47-103.
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to a set o f  m ean ings. H is read ing  o f W estern  rea lism  w as varied  ra ther th an  fixed. 
S om etim es, X u B eih o n g  referred  R ea lism  to a specific  p a in ting  school o f  
n ine teen th  cen tu ry  F rance . M ore  often, X u B eihong  re fe rred  rea lism  to  a  k in d  o f 
art p ractice .
X u  B eih o n g  firs t referred  to R ea lism  as a specific  pa in ting  school in  the
article, T o  the D aw n  S ocie ty  o f  F ine A rts5. H e argued:
B ack  in  the n ine teen th  century, C lassic ism  enjoyed  its heyday  and 
w as su cceed ed  by  R om antic ism , R ealism , Im pression ism  and so 
forth . A  w ide  varie ty  o f  pain ting  schools have been  dom inan t and  
flo u rish in g  in  the  F rench  art arena one after an o th er since then. I 
w ou ld  lik e  to  lis t  the best-know n living artists as fo llow s.
H ow ever, I w ill no t include the artists o f  C u b ism  and G erm an 
E x p ression ism , w ho do not have g rea t significance.
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F o llo w in g  th is b rie f  accoun t o f m odern  F rench  art, X u  B eihong  gave a  lis t o f  
artists, w h o m  h e  reg ard ed  as am ong the best in  the w o rld  o f  m o d em  art in  F rance. 
T hese artists in c lu d ed  B onnat, D agnan-B ouveret, F lam eng , C orm on, L.P.
L aurens, L ’H erm itte , B esnard  and so forth . H e m arked  D ag nan-B ouvere t and  
L T Ie n n itte  as R ealists. B o th  o f  them  w ere fam ous fo r the ir realistic  d ep ic tion  o f 
the them es o f peasan ts and com m on peop le , done w ith  a d ign ified  touch  (Fig.
117).471 H ere, R ea lism  referred  X iesh ipa i to the  p a in tin g  school, w h ich  w as led  
by F ren ch  R ealists in  the n ineteen th  century, as the art h isto rian  L inda N o ch lin  
defined  it: “R ealism , as an  h istorical m ovem ent in  the figu ra tive  arts and  in 
lite ra tu re , a tta ined  its m o st coheren t and consisten t fo rm ula tion  in  F rance , w ith  
echoes, para lle ls  and  varian ts e lsew here  on the C on tinen t, in E ng land  and  in the
470 Xu, ‘Zhi Chenguang meishuhui’, p. 49.
471 Nochlin, Realism, p. 17,
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U nited  S tates. P receded  by  R om antic ism  and fo llow ed  by  w hat is now  generally  
term ed S y m bo lism , it w as the dom inan t m ovem ent fro m  abou t 1840 until 
1870-1880” .472
X u  B e ih o n g  p o in ted  ou t th a t the  aforem entioned  artists w ere  academ icians 
o f  the In stitu te  o f  F rance. T he academ icians w ere o ften  also  th e  teachers o f  the 
E co le  des B eaux-A rts. D agnan-B ouvere t, F lam eng  and C orm on  w ere  teachers o f 
X u B e ih o n g  473 B esnard  becam e acquain ted  w ith  X u B eih o n g  th rough  
D a g n a n -B o u v e re t474 H e w as m arked  as an Im pression ist by  X u  B eihong  (Fig.
118). In  add itio n  to  the  academ icians, X u  B eihong  also lis ted  som e artists w ho 
w ere am ong  th e  b es t in  h is eyes, such  as G eorges A n to ine  R ochegrosse  
(1859-1938), L uc ien  S im on, and C lem entine-H elene  D ufau  (1869-1937) (Fig.
119) 475 A lth o u g h  they  w ere  no t academ icians, they w ere  m em bers o f  the 
S ociete  des A rtistes Fran£ais, the  association  o f F rench  pain ters  and  sculptors 
w hich  w as se t up in  1881. It took  charge o f the offic ia l S alon  fro m  1880 and thus 
rep resen ted  offic ia l taste .476 T he afo rem entioned  artists o ften  appeared  in the 
G azette des B ea u x -A rts , the  jo u rn a l believed  to be rep resen ta tiv e  o f  academ ic 
taste. F o r exam ple , an artic le  on  D ufau  was pub lished  in  the O ctober/N ovem ber 
1917 issu e  o f  G azette des B eaux-A rts .477 A n artic le  on  P ru d ’h o n ’s re trospective 
exh ib ition  at the P etit-P alais w as pub lished  in  the M ay  1922 issu e .478 X u 
B eihong  p u b lish ed  an artic le  on P ru d ’hon in  1925 and  in  it q u o ted  E tienne 
B ricoiTs p ra ise  fo r P ru d ’hon. B ricon  w as the ed ito r w rite r o f  G azette  des
472 Nochlin, Realism, p. 13.
473 Cormon once taught Xu Beihong for a while as a supply teacher at the Ecole. Wan Qingli, 
‘Lin Fengmian yu tade Faguo laoshi Feiernande Keluomeng (Fernand-Anne Piestre Cormon, 
1845-1924)’, pp. 210-211
474 Xiu, Shanghai-Paris, p. 115.
475 Xu, ‘Zhi Chenguang meishuhui’, p. 49.
476 Christopher Green, Art in France 1900-1940 (New Haven and London, 2000), pp. 39-40.
477 Chou and Wu, ‘1920 ji 30 niandai Zhongguo huajia fu Bali xihua hou dui Shanghai yitan de 
yingxiang’ pp. 636-637.
478 Raymond Bouyer, ‘Le Genie de Prud’hon: A L’Exposition du Petit-Palais’, Gazette des 
Beaux-Arts, 727 (1922), pp. 261-274,
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Beaux-Arts,479 X u B eih o n g ’s know ledge o f  the French art arena w as apparently
th ro u g h  an  academ ic  lens. H e  w as aw are o f  the la te s t W estern  art trends, b u t he 
still re fe rred  to  m o d ern  art as the pain tin g  schools o f  the  n in e teen th  century. 
F ro m  a m o d ern is t perspec tive , X u B eihong  w as conservative . H is v iew  o f  
W estern  art w as th a t o f  pa in ters  w ho  g rew  up in  the n in e teen th  cen tury , such  as 
his teachers a t the  E co le  des B eaux-A rts , ra th er than  tho se  o f  an  avan t-garde.
In  th e  artic le , ‘C o n versa tion  on A rt w ith  a Jo u rn a lis t o f  th e  S h ib a o \  X u 
B e ih o n g  also  re fe rred  to  R ea lism  as the  m ost s ign ifican t n in e teen th  cen tu ry  
F ren ch  p a in tin g  schoo l w hen  he w as e labo ra ting  the d ev e lo p m en t o f  W estern
pain ting . H e  argued:
L a te r on, [G ustave] C ourbe t (1819-1877) and  [Jean -F ran 9 ois]
M ille t (1814-1875) p ro m o ted  R ealism , since they  a rg u ed  th a t all 
k in d s o f  sub jec ts  shou ld  be a llow ed  to  be dep ic ted  in  p a in ting .
W h a t rea lly  m a tte red  w as w hether o r no t a p a in te r w as ab le  to 
stu d y  the su b jec t-m atte r thoroughly . A fte rw ard s, [Ju les] 
B astien -L ep ag e  (1848-1884) estab lished  Im p ressio n ism , as he  
w as u n sa tisfied  w ith  the  igno rance  o f  landscape su b jec t m a tte r  in  
th e  pain tin g s o f  th e  a fo rem en tioned  artists. [T he Im p ressio n is ts] 
th o u g h t th a t beau ty  lay  in  the sp irit o f  the dep ic ted  object. T h ey  
co m p la in ed  th a t pa in stak in g  em ula tion  and de ta iled  d ep ic tion  
cou ld  on ly  gain  the fo rm  b u t no t the sp irit o f  the object. T h erefo re , 
th ey  in ten d ed  to  rep resen t the  first im pression  o f  th e  p ro jec t 
po rtray ed  in  o rder to  [capture the sp irit o f  the  p o rtray ed ], 
so m eth in g  w h ich  w as m issin g  in  the p reced en t schoo ls. A s a 
co n seq u en ce , Im p ressio n ism  becam e popular. T h e  ab le  
Im p ressio n is ts  ob ta ined  be tte r artistic  accom plishm en ts th an  th e ir 
p red ecesso rs . N o n eth e less , those  w ho w ere  in cap ab le  b u t c la im ed  
to  b e  Im pressio n is ts , w ith o u t p ro found  and pa in stak in g  tech n iq u es, 
led  to  the reg ressio n  o f  pain ting  c raftsm ansh ip . . . .  T he  
Im p ressio n is ts  w ere no t co n ten t w ith  p erfec ting  the  d ep ic tio n  o f 
an  o b je c t’s form . Instead , they  asp ired  to in fuse  the  dep ic ted  
o b jec t w ith  sp irit. A n  art w ork  w ould  not be adm irab le  w ith o u t a
479 Chou and Wu, ‘1920 ji 30 niandai Zhongguo huajia fu Bali xihua hou dui Shanghai yitan de 
yingxiang’ pp. 637-638.
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sp irit in  it. T h e  Im p ression ists  actually  se t s tric t standards fo r th e ir 
art.
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X u B e ih o n g  re fe rred  to C ourbe t and M ille t as R ealists, to u ch in g  011 the 
d em ocratic  co n no ta tions and  pain stak in g  c raftsm ansh ip  o f  R ea lism .481 In  to d a y ’s 
ligh t, it seem s w ro n g  fo r X u  B eihong  to  regal’d B astien -L ep ag e  as the  fo u n d er o f 
Im pression ism . X u  B e ih o n g ’s v iew  revea led  tha t he p e rce iv ed  Im p ressio n ism  
from  th e  ang le  o f  N a tu ra lism , a short-lived  art m ovem en t b e g in n in g  in  the la te  
1870s and  subsid in g  in  th e  early  1890s.482 N atu ra lism  has been  ig n o red  in  the 
scho larsh ip  on  n in e teen th  cen tu ry  F rench  pain ting , b ecause  it sh a red  the rea listic  
illu sio n  o f  R ea lism  and  the ligh t effects o f  Im pression ism , w h o se  triu m p h  
com p le te ly  o v erp o w ered  o ther con tem p o rary  art schools. Im p ress io n ism  and 
N a tu ra lism  d isp lay ed  the tw o  form s o f  artistic  exp ression  in  re sp o n se  to  the 
d ev e lo p m en t o f  sc ience  in  the n ineteen th  century. B o th  p a in tin g  schoo ls aim ed to 
sc ien tifica lly  seek  the rea lity  o f  ex istence  in  po rtrayed  o b jec ts .483 N a tu ra lism  
rep resen ted  th is sc ien tific  a ttitude  in  p h o tog raph ic  descrip tiv en ess , w h ile  
Im p ressio n ism  s itu a ted  it in  the  flee tin g  g lim pse o f  light. E m ile  Z o la  (1840-1902) 
argued  th a t the  Im pressio n is ts  cou ld  be called  the coun te rparts  o f  lite ra ry  
N a tu ra lists , and  w ere  the b o ld e r R ealists 484 T he  scien tific  ap p ro ach  tow ards 
s tu dy ing  n a tu re  w as shared  by  bo th  N atu ra lism  and Im p ressio n ism . N evertheless,
480 Xu Beihong, ‘Yu Shibao jizhe tan yishu’, in Xu and Jin, Xu Beihong yishu wenji, pp. 85-91 
(pp. 86-87).
4 1 Nochlin, Realism, pp. 111-124.
482 Weisberg, Beyond Impressionism, p. 7.
483 Weisberg, Beyond Impressionism, p. 14.
484 Roland N. Stromberg ed., Realism, Naturalism and Symbolism: M odes o f  Thought and 
Expression in Europe, 1848-1914 (London and Melbourne, 1968), pp, 154-155.
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w hile  Im p ressio n is ts  chose to rep resen t na tu re  in  the w ay  o f  b o ld  rea lism , the 
N atu ra lis ts  d isp lay ed  in  th e ir w orks a still m ore  p a in stak in g  rea lism  than  the 
R ealists  th em selves. T h e  p a in stak in g  N atu ra lism  w as p o p u la r  am o n g  academ ic 
pa in te rs, w hereas th e  exp ressive  Im pression ism  fo u n d  accep tan ce  am o n g  the 
rebellious p a in te rs ou ts id e  the  m ainstream . T herefo re , w h ile  Im p ress io n ism  
m arked  a b reak  w ith  the  W estern  trad itio n  and w as in  fu ll sw in g  as a schoo l o f  
m o d ern ism  in to  the tw en tie th  century, N a tu ra lism ’s p h o to g rap h ic  illu sio n  m ade it 
a varia tion  o f  R ea lism  and  thus w as fo rsaken  w hen the n o n -fig u ra tiv e  tendency  
cam e to do m in a te  the W estern  art w orld  at the tu rn  o f  the century .
T h e  p le in -a ir  (open-a ir) issu e  w as ano ther concern  o f  b o th  N a tu ra lism  and 
Im pression ism . It m ad e  con tribu tions to som e d istinc tive  fea tu res  o f  
Im p ressio n ism , such  as the  use o f  ou t-o f-doors scenery, b rig h t co lours and 
b roken  b rushw ork . T h e  use o f  p le in -a ir  w as ra ised  as an  issu e  as a re su lt o f 
the Im p ress io n is ts ’ sc ien tific  enqu iry  abou t the essence  o f  rea lity .486 I t b ro u g h t 
challenges to th e  fin ish ed  touch  o f  trad itional pa in ting  as the  w ay  o f  rep resen ting  
reality .487 A n  in te re s t in p le in -a ir  sub jec t m atter also m o u n ted  am ong  academ ic 
p a in te rs, such  as B astien -L epage  and D agnan-B ouvere t. B a s tien -L ep ag e ’s P ota to  
G atherers  w as a h ig h ly  acc la im ed  pa in ting  in  the 1879 S a lon  (F ig. 120). T he 
p h o to g rap h ic  illu sio n  and  p le in -a ir  effects m ade the p a in tin g  th e  ep ito m e  o f 
N atu ra lism , and m ad e  B astien -L epage  a rep resen ta tive  o f  N a tu ra lism . Z o la  
h ig h ly  reg a rd ed  B astien -L ep ag e  as the  h e ir to C ourbet and  M ille t. M oreover, he 
p ra ised  B astien -L ep ag e  fo r  crea ting  an Im pression ist to n a lity  in  h is p a in ting , 
w h ile  m a in ta in in g  his p e rso n a l tem peram en t.488 T his m ak in g  o f  N atu ra lis tic
485 Nochlin, Realism, p. 137.
480 Nochlin, Realism, pp. 137-150
487. Richard R, Brettell, Impression: Painting Quickly in France 1860-1890 (New Haven and 
London, 2001).
488 Weisberg, Against the M odem , p.62.
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p a in tin g  w as also  u sed  in  D ag n an -B o u v ere t’s H orses a t the W atering Trough  (Fig. 
92).
In  th e  sen ten ce  quo ted  above from  X u B e ih o n g ’s artic le , it appears th a t X u 
B eih o n g  p re fe rred  Im p ressio n ism  to  R ealism . N onetheless, the  em p h asis  on  bo th  
sp irit and  c ra ftsm an sh ip  reveals tha t X u  B eihong  p erce iv ed  Im p ress io n ism  in  the 
lig h t o f  a cad em ic  N a tu ra lism  ra th er than  o f  m odern ism . A ccord ing ly , X u 
B eih o n g  reg a rd ed  B astien -L ep ag e  as an Im pression ist. X u B e ih o n g ’s percep tio n  
o f  Im p ressio n ism  as h av ing  an em phasis  on  p a in stak ing  rea lism  m ad e  h im  
exc lude  those  p a in te rs, w ho  d isp layed  a n o n -figu ra tive  d isp o sitio n , such  as 
M an e t and  P ie rre -A u g u ste  R en o ir (1841-1919), fro m  the ca teg o ry  o f  au then tic  
Im p ress io n is ts .489 X u  B e ih o n g ’s p o in t o f  v iew  dem o n stra ted  h is academ ic  stance, 
w hich  w as re la tiv e ly  conservative  in  the early  tw en tie th  cen tu ry  w hen  m o d ern is t 
art ga in ed  its apogee.
In the tw o afo rem en tio n ed  articles, in  w hich  X u B eih o n g  p e rce iv ed  R ealism  
as a spec ific  p a in tin g  schoo l, he  d id  n o t reveal an obv ious p re fe ren ce  fo r R ealism . 
W h at he w as co n cern ed  w ith  m ore w as the rea lis tic  tech n iq u es, w h ich  he 
be lieved  to  b e  the ind isp en sib le  com ponen t o f  any  p a in tin g  schoo l. In  the article, 
‘C o n v ersa tio n  on  A rt w ith  a Jo u rn a lis t o f  the S h ib a o \  a fter g iv in g  an  accoun t o f  
W estern  art schoo ls and describ ing  B astien -L epage as an Im p ress io n is t as quoted
above, X u  B e ih o n g  argued:
A rt has tw o sty les, one  is the  idealistic  and  the o th e r is the 
rea lis tic . A lth o u g h  no know n  artist in  the w orld  p a in ts  in an 
ab so lu te ly  rea lis tic  m anner, idealistic  artists do no t seem  cap ab le  
o f  c ry sta llis in g  th e ir  ideas by  m eans o f n o n ex is ten t scenes or 
ob jec ts. C onsequen tly , the scu lp tu re  c rea ted  by  th e  m ost 
acco m p lish ed  rea lis t artist, such  as R odin , looks as if  it has a  soul.
In  co m p ariso n , every  deta il in  the  w orks o f  an  id ea lis tic  artist, 
su ch  as [P ierre] P uv is de  C havannes (1824-1898), fo llo w s the
489 Xu, ‘Yu Shibao jizhe tan yishu’, p. 87,
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fo rm  o f  be ing . G reat artists do n o t subscribe  th em selv es  to  any  
schoo l, so th a t they  are able to d ep ic t all k inds o f  th ings at th e ir 
w ill. It is n o t these  artists, b u t peo p le  in a la te r genera tio n  w ho 
fee l the need  to  ca tego rise  the ir w orks. T ake P h id ias , 
M ich e lan g e lo , D a  V inci, T itian  and R aphael fo r exam ple ; w e 
can n o t p o in t o u t w h ich  school each  o f  them  is ac tu a lly  under. A s 
regards R em b ran d t and V elazquez, the ir p a in tin g  can n o t be 
ca teg o rised  u n d er the school o f  R ea lism  because  one is D u tch  and 
th e  o ther is S pan ish . A ll o f  them  b ase  th e ir acco m p lish m en ts  on 
rea lis tic  p rac tices. W ith  the ir k n o w ledge  grow ing , tech n iq u es 
d ev e lo p in g  an d  asp ira tions b roaden ing , then  th ey  w ill b e  ab le  to  
d em o n stra te  in  th e ir  w o rk  the ideal beauty, th rough  th e  e legan t 
fo rm  and  su b tle  co lo u r o f  the sub jects they  dep ic t, becau se  such  
ideal b eau ty  can  only  be em bod ied  by  an artis t w ith  g rea t b read th  
o f  m in d  and  w ith  lo fty  m orality . I f  the em b o d im en t o f  the  ideal 
b eau ty  is b a sed  on  d raw in g  from  life, it w ill b e  ca lled  a rea lis tic
w ork; o th erw ise  it w ill be  considered  an idea lis tic  w o rk  i f  the
id ea l b eau ty  is c ry sta llised  in  a m ore  sen sa tio n a l touch. 
N ev erth e less , I s till in s is t th a t only  those w ho p ossess m aste rly  
rea lis tic  sk ills are  cap ab le  o f  c rea ting  an idealis tic  w ork.
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In  th is p a rag rap h , rea lism  refers to a se t o f  m ean ings, in c lu d in g  a sty le, an art 
p rac tice  an d  a p a in tin g  school. In the  sen tence  in  w hich  R em b ran d t and 
V elazquez are exc luded  fro m  the ca tego ry  o f  R ealists, R ea lism  th ere  refers to  the 
n in e teen th  cen tu ry  p a in tin g  school. In  o ther p laces, rea lism  m eans e ith er an art
490 Xu, ‘Yu Shibao jizhe tan yishu’, p. 88.
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p rac tice  o r a sty le  b ased  on this p ractice . F o r X u B eihong , rea lism  is the on ly  
p reco n d itio n  fo r ev ery  sty le  o f  art. N onetheless, a superb  a rtw o rk  has to 
rep resen t so m eth in g  m ore  th an  c raftsm ansh ip . X u  B e ih o n g  c ited  R o d in ’s 
scu lp tu re  to  ex em p lify  w h at he  m ean t as a p a instak ing ly  rea lis tic  w o rk  (Fig. 
121).491 R o d in  w as h e ld  in  h igh  esteem  in  X u B e ih o n g ’s w ritings. In  the  article, 
Yiyuan jia n sh e  j ih u a  (H l i f e H n x I f  3i!j, ‘A  D evelopm en t P lan  fo r A rt A cad em ies’), 
X u B e ih o n g  argued  th a t R o d in ’s ach ievem ents can  b ear co m p ariso n  w ith  those 
o f  Ph id ias and  M ichelangelo . H e  gave  a lon g  lis t o f R o d in ’s w orks w h ich  he 
suggested  th a t C h in ese  governm en t shou ld  co llec t.492 O n th e  o th e r hand , fo r X u 
B eihong , the  w orks o f  P uv is de C havannes w ere the b es t exam ples to em body  
his no tio n  o f  idealism . T he fla t and p a in te rly  features o f  P uv is de C h av an n es’s 
pa in tings d rew  w id e  adm ira tion  fro m  b o th  conserva tive  and  av an t-g a rd e  cam ps 
in  the  art w orld  o f  h is day. T he  F ren ch  pa in te r and  w rite r M au rice  D en is 
rem ark ed  th a t P u v is  de C h av an n es’s The P o o r  F isherm an, da ted  1881, revealed  
the  fea tu res o f  m o d ern ism  in its ‘fla t surface covered  w ith  co lou rs arranged  in  a 
certa in  o rd e r ’ (Fig, 122).493 A ltho u g h  P uv is de C havannes rep resen ted  a 
m o d ern is t tendency , th e  pain te rly  fo rm  in  his p a in tin g  w as co n sid e red  as a w ay  to 
re ju v en a te  F ren ch  trad itio n  ra th er than  m ark ing  a b reak  w ith  it. H ence , P uvis de 
C h av an n es’s p a in tin g  w as also  h e ld  in  h igh  esteem  in  the  offic ia l art w orld . H is 
m urals d eco ra ted  p ub lic  bu ild ings th roughou t F ran ce .494
R o d in  and  P uv is de C havannes rep resen ted  a m o d ern is t d isp o sitio n  in  their 
w orks, and  a t the sam e tim e m ain ta ined  som e associa tion  w ith  trad ition . It w as 
th is p a in s tak in g  craftsm an sh ip  th a t X u B eih o n g  w as w illin g  to  g rea tly  adm ired,
491 On Rodin, see Catherine Lampert et a I. eds, Rodin, exhibition catalogue (London: Royal 
Academy of Arts, 2006-2007).
492 Xu Beihong, ‘Yiyuan jianshe jihua’, in Xu and Jin, Xu Beihong yishu wenji, pp. 105-114 (pp. 
107-111).
493 Jennifer L. Shaw, Dream States; Puvis de Chavannes, Modernism, and the Fantasy o f  France 
(New Haven and London, 2002), p. 4.
494 Shaw, Dream States, pp. 1-8.
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along  w ith  th e  sy m b o lic  tu rn  in  the ir w orks. T he  parag rap h  q u o ted  above 
in d ica ted  th a t X u  B e ih o n g  w as ac tually  m ore  concerned  w ith  rea lism  as a 
p rac tice , one  w h ich  u n d erlay  all k inds o f  pain tings. T h e  p a in tin g  schoo l k n ow n  
as R ea lism  d id  no t occupy  the  h ig h est ru n g  in  the  ladder o f  X u  B e ih o n g ’s 
aesthetics. In stead , the N a tu ra lis t Im pression ism  w hich  rev ea led  the  asp ira tion  to 
go b ey o n d  p u re  m ech an ica l m im esis w as, in  X u B e ih o n g ’s te rm s, m o re  
ind ica tiv e  o f  g rea t art. W h a t d rew  X u B e ih o n g ’s h ig h  p ra ise  w as any  pain ting , 
w h ich  rep resen ted  b o th  persona l d isposition  and rea lis tic  techn iques. 
A ccord ing ly , the  c lassica l canon  o f  W estern  art, and the  p re sen t rea lis tic  artists 
w ho rep resen ted  the  m o d ern is t tendency  in  th e ir w orks, seem in g ly  d rew  m ore 
a tten tion  from  X u  B eih o n g  than  w orks o f  p a instak ing  R ea lism  and  N atu ra lism .
X u  B e ih o n g ’s percep tio n  o f  rea lism  in the a fo rem en tio n ed  p a rag rap h  is also 
seen  in  an o th er artic le , ‘T h e  C urren t S itua tion  in  F rench  A r t’, in  w h ich  he 
argued:
In  m y  o p in ion , th e re  are a varie ty  o f  p a in ting  schoo ls in  the  w orld , 
su ch  as C lassic ism , R om an tic ism , Im p ressio n ism , 
P o st-Im p ressio n ism , C ubism , and  F u tu rism . L eav in g  asid e  th e ir 
n uances fo r the m om ent, they  can  be rough ly  ca teg o rised  in to  tw o 
types, one  is th e  rea lis tic  and the o ther is the  id ea listic . T he 
fea tu re  o f  each  pain tin g  school w ou ld  defin ite ly  b e lo n g  to  e ither 
o ne  o r th e  other. T h e  greatness o f  D ag n an -B o u v ere t’s artistic  
acco m p lish m en t lies in  the  gradual transfo rm ation  o f  h is  p a in tin g  
sty le  fro m  the rea lis tic  to the idealistic . A t th e  early  phase , 
D ag n an -B o u v ere t s tarted  to  p a in t in  the realistic  m anner. L a te r on, 
w hen  h is sk ills  b ecam e increasing ly  accom plished , and  his 
k n o w led g e  o f  arts m ore  com prehensive , his p a in tin g  then  
g rad u a lly  fea tu red  idealistic  expression . G enera lly  speak ing , the  
tran scen d en t idea  is the m o st d ifficu lt th ing  to  c ry sta llise  in  
p a in ting . N evertheless, D ag n an -B o u v ere t’s id ea lis tic  w orks 
illu s tra te  it  best.
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T his p a rag rap h  revea ls  th a t X u B eihong  w as fam ilia r w ith  the  la te s t trends o f  
W estern  art, in  o p p o sitio n  to the stereo type  that h e  w as b lin d  to  a ll E u ropean  
pa in tin g  a fte r 1880, as the  scho lar M ichae l S u llivan  has c ritic ised  h im .496 H e 
ign o red  th em  in  fav o u r o f  the  rea lism  o f  p a in stak ing  c ra ftsm an sh ip . N onetheless, 
the rea lis tic  w orks tha t w ere  ren d ered  in  a very  tho rough  and  p a in s tak in g  m anner 
w ere n o t w h a t he reg a rd ed  as the  best. Instead , w hat X u B e ih o n g  app rec ia ted  
w as th a t k in d  o f  p a in tin g  w hich  w as roo ted  in  rea lism  b u t w as ab le  to  rep resen t 
so m eth ing  sp iritua l b ey o n d  p u re  m im esis. In X u B e ih o n g ’s o p in ions, 
D a g n an -B o u v e re t’s la te r pa in tings w ere am ong the b es t exam ples. 
D ag n an -B o u v ere t s tarted  h is career as an academ ic R ealist. H is gen re  pain tings 
in the sty le o f  R ea lism  and N a tu ra lism  en joyed  g rea t po p u la rity  and  b ro u g h t h im  
to the apogee  o f  h is career. H ow ever, in  the la ter p h ase  o f  his career, h e  w as 
am ong  th e  in c reas in g  n u m b er o f  artists w ho tu rned  the ir a tten tio n  to  a 
tran scen d en t su b jec t m atter.497 C hrist a n d  the D isc ip les a t E m m a u s  o f  
1896-1897 ex em p lified  this sh ift in D ag n an -B o u v ere t’s art (F ig . 123). T h is 
pa in tin g  w as m o d e lled  on  D a  V in c i’s The L a st Supper. N ev erth e less , the 
ph o to g rap h ica lly  rea lis tic  figures in  C hrist a n d  the D isc ip les  a t E m m a u s  
dem o n stra ted  th a t D ag n an -B o u v ere t still re ta ined  N a tu ra lis t p rac tices  in  the 
m ak ing  o f  re lig io u s pain ting . T he tw o figures k n ee lin g  and  p ra y in g  in  the  far 
rig h t s ide w ere  D ag n an -B o u v e re t’s w ife  and son  (Fig. 124). D ag n an -B o u v ere t 
s till had  m odels p o se  fo r h im  w hen  he  m ade re lig ious pain tin g s. M oreover, the 
re lig ious p a in tin g s rep resen ted  som e connec tion  w ith  the c la ssica l canon  o f
495 Xu, ‘Faguo yishu jinkuang’, p. 72.
496 Sullivan, Art and Artists o f  Twentieth-Century China, p. 72.
497 Weisberg, Against the M odem , pp. 105-137.
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R en aissan ce  ail. F o r  X u  B eihong , the b est pa in tin g  o f  the  p re sen t d ay  w as 
ex em p lified  in  tho se  w orks o f  D agnan-B ouvere t, R o d in  and P uv is de  C havannes 
w h ich  co m b in ed  p a in s tak in g  rea lism , c lassica l trad itio n  and  sp iritu a l 
im p lica tions.
D ag n an -B o u v ere t, R od in  and P uv is de C havannes w ere  the  lead in g  
m em bers o f  the  S oc ie te  N atio n a le  des B eaux-A rts .498 Its fo u n d e r m em b ers  also 
in c luded  B esn ard , E u g en e  C arriere  (1849-1906) and  H en ri G erv ex  (1852-1929). 
B esides, G ero m e, B o n n at and  B astien -L ep ag e  w ere am ong  its supporters  499 
T hese  p a in te rs  w ere  o ften  p ra ised  b y  X u  B eihong  in  h is speeches and  articles. 
T h e  S oc ie te  N a tio n a le  des B eaux-A rts  had  seceded  fro m  th e  S oc ie te  des A rtistes 
Frangais. I t q u ick ly  b ecam e  the coun terpart o f  the S ocie te  des A rtis te s  F rangais 
and  w as a lso  in flu en tia l in  the official art w orld  o f  F rance. It h e ld  its  ow n Salon, 
trad itio n a lly  o p en in g  a fo rtn ig h t la ter th an  the offic ia l S alon , an d  it  accep ted  
fo re ign  m em b ers .500 M oreover, it fea tu red  exh ib itions fo r estab lish ed  
in te rn a tio n a l artists such  as John  S inger S argent (1856-1925) and  Jam es W h istle r 
(1834-1903), b o th  o f  w hom  w ere also  esteem ed  by  X u B e ih o n g  (F ig . 125).501 
X u B e ih o n g ’s adm ira tio n  fo r the  afo rem en tioned  pa in te rs d em o n stra ted  th a t he 
p e rce iv ed  the  art w orld  o f  F rance  o f  h is day  th rough  the  lens o f  h is teacher 
D ag n an-B ouvere t.
T h e  secessio n  o f  the S ocie te  N atio n a le  des B eaux-A rts  fo rm  th e  S ocie te  des 
A rtistes F rangais  re su lted  fro m  the d ispu te  over th e  issu e  o f  p rizes. M eisso n ie r 
re fused  to co n sid e r the p o ssib ility  o f  rem oving  p riv ileges fro m  the  m edal 
w inners a t the  E x p o sitio n  U n iv erse lle  o f  1889. H e in sis ted  th a t the  m edal
498 Hungerford, ‘Meissonier and the Founding the Societe Nationale des Beaux-Arts’.
499 Green, A rt in France 1900-1940, p. 40.
500 The Societe des Artistes Frangais restricted memberships only to French artists. Although a 
series of reforms led by Jean-Paul Laurens in 1901 had ended some restrictions on foreigners at 
the Salon, the juries of the Salon still remained exclusively French. Green, A rt in France 
1900-1940, p. 61.
501 Xu and Jin, Xu Beihong yishu wenji, pp. 50, 116, 119.
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w inners o f  the E x p o sitio n  U n iverse lle  shou ld  b e  gran ted  the  sam e  p riv ileges as 
those  w ho w ere  aw arded  m edals in  the Salon; w hereas his o p p o n en ts  feared  that 
num erous aw ard -w in n in g  artists at the E xpositio n  U n iv erse lle , m an y  o f  w hom  
w ere  fo re ig n ers , w o u ld  w eaken  the au thority  o f  the  S o cie te  des A rtis tes  Frangais 
and the  ad v an tag e  o f  F ren ch  artists. M eisso n ie r in sisted  on  equal p riv ileg es  
b e tw een  F ren ch  and  fo re ig n  artists, because  he reg ard ed  p rizes  as a  concre te  
fo rm  o f  na tio n a l g lory .502 A  sense o f  m ission  to p ro tec t n a tio n a l g lo ry  in  large 
p a rt led  to the  e stab lish m en t o f  the S ocie te  N ationale  des B eau x -A rts , w hose 
in ten tio n  w as to  p ro te s t against the in creasing ly  com m erc ia l b azaa r o f  the  official 
S alon  in  the  han d s o f  the  S ocie te  des A rtistes F rangais, and  to  re sto re  a p u re  and 
g rand  a rt.503 T he  aim  o f  the  S o cie te  N ationa le  des B eaux-A rts  to rep resen t an 
h o n o u rab le  trad itio n  and  national g lory  in  pa in ting  m u st h av e  ex e rted  som e 
in flu en ce  on  X u  B eih o n g  th rough D ag n an -B o u v ere t o r B esnard . It la rgely  
in sp ired  X u  B e ih o n g  to  create  h is to ry  pain tin g  in  the sty le  o f  the W estern  grand 
m anner, b y  assim ila tin g  W estern  rea lis tic  techn iques and  n a tio n a lis t conno ta tions 
in to  C h in ese  h is to rica l sub jects. X u B e ih o n g ’s h is to ry  p a in tin g  w ill be  stud ied  in 
the fo llo w in g  chapter.
X u  B e ih o n g ’s academ ic  p erspec tive  on  R ea lism  m ay  acco u n t fo r h is 
co n trad ic to ry  eva lu a tio n  o f  C ourbe t and  M anet, bo th  o f  w h o m  w ere  
rep resen ta tiv es  o f  R ealism . X u B eihong  fe lt great adm ira tion  fo r  C ourbet, bu t 
d isd a in ed  M anet. H e  p ra ised  C ourbet severa l tim es fo r the  d ig n ified  a tm osphere  
th a t h e  c rea ted  in  the p a in tin g s.504 N onetheless, X u  B eih o n g  c ritic ised  the fac t 
tha t M an e t w as n o t eq u ip p ed  w ith  so lid  rea listic  tech n iq u es.505 M oreover, X u 
B e ih o n g ’s a ttack  on  M an e t grew  m ore  and m ore bitter. In the freq u en tly -c ited
502 Hungerford, ‘Meissonier and the Founding the Societe Nationale des Beaux-Arts’, p. 71.
503 Green, Art in France 1900-1940, p. 40.
504 Xu and Jin, Xu Beihong yishu wenji, pp. 84, 132.
505 Xu and Jin, Xu Beihong yishu wenji, p. 87.
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trea tise  ‘D o u b ts ’ (1929), w h ich  b ecam e the d iscursive  a sse rtio n  o f  X u  B e ih o n g ’s 
adheren t s tan ce  on  rea lism , X u  B eihong  show ed  a co n tem p t fo r  M a n e t’s artistic  
acco m p lish m en ts  by  say ing  tha t they  w ere  vu lgar.506 The M ee tin g  b y  con trast 
rev ea led  a p h o to g rap h ic  and  rep o rtag e  effect, rep resen ting  C o u rb e t’s dec la ra tion  
tha t “p a in tin g  is an  essen tia lly  concre te  art and can  on ly  co n sis t o f  the 
p re sen ta tio n  o f  rea l and ex is tin g  th in g s” (Fig. 126).507 C o u rb e t’s b e lie f  in 
R ea lism  len t a fle sh y  tone  to  his nudes and thus m ade th em  lo o k  naked  ra th er 
than  n u d e  in  the  c lassica l sense (F ig. 127).508 T he  em phasis  on  concre ten ess  and 
co n tem p o ran e ity  sep ara ted  C o u rb e t’s R ea lism  fro m  the ac a d e m ic ia n ’s, w hose  
percep tio n  o f  R ea lism  lay  in  the accura te  rep resen ta tion  o f  c o stu m e  and  setting  in 
h isto rica l gen re  p a in tin g  (Fig. 9 1 ).509 A lthough  this p h o to g rap h ic  v erac ity  le ft a 
fac tual and  m u n d an e  fee lin g  in  the h isto ry  p ain tin g  o f  academ ic  rea lism , the  
p a in stak in g  trea tm en t o f  the  genre scenes o f  an tiqu ity  d em o n stra ted  the 
acad em ic ian s’ re sp ec t fo r tim e-honoured  trad ition . O n the con trary , C o u rb e t’s 
so le  focus on  the  ex isting  scenes o f  con tem porary  daily  life  m ad e  h im  an 
avan t-garde  R ealist. In  th is ligh t, C ourbe t and M an et w ere  in  th e  sam e  cam p  o f  
R ea lism  in  o p p o sitio n  to  the academ ic  one.
T he  f le sh y  tone in C o u rb e t’s nude  is also seen in  M a n e t’s O lym pia  (Fig.
128). H ow ever, the  nakedness in  the  O lym pia  looks m ore  p ro v o ca tiv e .510 T he 
strong  sense  o f  be in g  seen  in  the eyes o f  the p a in ted  w om an , a lo n g  w ith  h e r 
gestu re , su g g ested  th a t there  w as an  unpain ted  spectator, w ho  w as lo o k in g  at her 
as a p ro s titu te  or com m odity .511 T he  sp ec ta to r’s gaze thus tu rn ed  the  c lassica l
506 Xu, ‘Huo\p. 131.
507 Nochlin, Realism, p. 23.
508 Peter Brooks, Realist Vision (New Haven and London, 2005), p. 81.
509 Nochlin, Realism, pp. 24-25.
510 T. J. Clark, The Painting o f  Modern Life: Paris in the Art o f  Manet and His Followers 
(London, 2003), pp. 131-133.
511 Charles Harrison, ‘Modernism’, in Nelson and Shiff, Critical Terms fo r  A rt History, pp. 
188-201 (pp. 190 & 197).
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nude o f  a g o ddess in to  an im age o f  a naked  p rostitu te , w h ich  d estro y ed  the 
d ream y  and  tim e-h o n o u red  beau ty  o f  the nude. M a n e t’s O lym pia  fo u n d  obv ious 
asso c ia tio n  w ith  c lassica l nude  pain ting , such  as T itia n ’s Venus o fU r b in o  (Fig,
129). N o n eth e less , the  b itte r p a ro d y  and m undane e ffec t sep ara ted  M an e t from  
trad ition . C o m p ared  w ith  M anet, C o u rb e t’s nude p a in tin g  rev ea led  m o re  d irectly  
h is adm ira tio n  fo r the m aste rs  o f  fo rm er tim es, such  as V elazquez and  R em brand t, 
to  nam e b u t a few .512 T h e  th eo ris t o f  con tem porary  art C ra ig  O w en  has argued  
tha t the  h is to ry  o f  m o d ern is t p a in tin g  began  w ith  M an et and  n o t C ourbet, 
becau se  the la tte r  rep resen ted  an associa tion  w ith  h is to ry  p a in tin g  in  his 
a llego rica l w o rk s .513 X u B e ih o n g ’s c ritic ism  o f  M an et co in c id ed  w ith  th a t o f the 
academ ic  R ealists , such  as Ju les B reton  (1827-1906), w ho c ritic ised  M an e t as a 
m ed iocre  p u p il o f  G o y a  and  V elazquez. S om e critics co n tem p o ran eo u s w ith  
M an e t also c ritic ised  th e  fla tness in  his pa in tin g s.514 H ow ever, the  se lf-c ritical 
and fla t tra its led  M an e t to b e  reg ard ed  as a m odern ist by  C lem en t G reenberg , an 
in flu en tia l f ig u re  in  the  fo rm ula tion  o f  m odern ist art h isto ry .515 B y  com parison , 
the m ore  obv ious traces o f  rea lis tic  c raftsm ansh ip  and c lassica l im p lica tio n s in 
C o u rb e t’s pa in tin g s m ade h im  a m ore  accom plished  R ea lis t in  X u  B e ih o n g ’s 
eyes, in  op p o sitio n  to  M a n e t’s vulgarity .
X u  B e ih o n g ’s percep tio n  o f  W estern  rea lism  w as shaped  b y  academ ic  
aesthetics. O n  the  o th er hand , the  academ ic rep resen ta tion  o f  R ea lism  appealed  
to h im  b ecau se  it  cou ld  fu lfil X u B e ih o n g ’s asp irations to  b rin g  C h in ese  pain tin g  
in to  a m o d ern  era. T h e  th o rough ly  rea listic  rendering  o f  R ea lism  resp o n d ed  to 
C h in a ’s call fo r  sc ien tific  c iv ilisa tion  .The b eau tifica tion  o f  acad em ic  rea lism
512 Thomas N. Maytham, ‘A Reclining Nude by Gustave Courbet’, Bulletin o f  the Museum o f  
Fine Arts, 57.309 (1959), pp. 76-82 (p. 81).
513 Craig Owen, ‘The Allegorical Impulse: Toward a Theory of Postmodernism’, in Donald 
Preziosi ed., The A rt o f  Art H istory: A Critical Anthology (Oxford, 1998), pp.315-328 (p.321),
514 Milner, The Studios o f  Paris, p. 102.
515 Harrison, ‘Modernism’, pp. 191-192.
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fu rth e r fitted  C ai Y uanpei’s p ro m o tio n  o f  aesthetic  va lue  in  p a in ting . T h e  
p a in s tak in g  rea lism  and  po e tic  rep resen ta tion  o f  academ ic  rea lism  m ay  have 
appealed  to  X u  B e ih o n g  as it exp ressed  his ideas o f  fin e  art, as seen  in  the  article, 
‘B eau ty  and  A rt in  P a in tin g ’.
X u  B e ih o n g ’s read in g  o f  W estern  rea lism  no t on ly  d em o n stra ted  h is 
academ ic  tra in ing , b u t a lso  revea led  his O cciden tal p e rsp ec tiv e .516 H e often  
p ro v id ed  a co m p ara tiv e  v iew  o f  W estern  and C hinese  pain tin g  and  read  W estern  
rea lism  th ro u g h  h is v is io n  o f  C h inese  pain tin g  history. F o r ex am p le , in  the article, 
‘T h e  A n a to m y  o f  B eau ty  -  A  S peech  G iven  to  the S hanghai K a ilu o  C o m p an y ’,
X u B eih o n g  argued:
T h ere  are  tw o  m ajo r sty les in  art, one is the  idea lis tic  and  the 
o th er is th e  rea listic . T he  rea listic  pu ts em phasis on the  fo rm  o f  
the dep ic ted  ob jec t; w h ile  the idealistic  puts it on  th e  dep ic tio n  o f  
a tran scen d en t rea lm . B ecause  an idea listic  a r tis t’s p u rsu it is a 
tran scen d en t effec t in  h is  w ork, he  draw s fro m  n a tu re  m a in ly  to 
ach ieve  th a t effect. H ence, the dep ic ted  scenery  o n ly  serves as a 
m ed iu m  to  fu lfil the  a rtis t’s goal o f  idealistic  exp ression . 
N ev erth e less , it does no t m ean  tha t an idealistic  artis t is  u n ab le  to 
dep ic t scen ery  realistically . H e ju s t in ten tiona lly  av o ids th a t 
rea lis tic  d ep ic tio n  so as to  catch  a sp iritua lly  u n tram m eled  quality , 
a im ing  to  go b ey o n d  the rig id  verisim ilitude  ex ecu ted  by  rea lis tic  
skills. I f  a p e rso n  canno t p a in t realistically , he  is d e fin ite ly  un ab le  
to c rea te  som e idea lis tic  effect bey o n d  the co n cre te  ob ject.
H ow ever, som e pa in te rs  w ho are  p o o r at dep ic tin g  th ings 
rea lis tica lly  c la im  th a t the ir w orks are execu ted  in  the  idea lis tic  
m anner. T h is c la im  is rid icu lous, b u t m any p eo p le  are  no t 
ex p erien ced  en ough  to  te ll it. T herefo re, there  are q u ite  a  few  
fa ilin g s in  the p ro m o tio n  o f  idealis tic  art expression . T hese  
sho rtco m in g s appear in to d ay ’s art a rena  in  E u rope , w h ile  they  
h av e  b een  p e rv asiv e  in  C h ina  since the M ing  dy n asty  (1368-1644).
C h in a ’s art a rena  is at its w orst now adays, and th o se  fa ilin g s are 
such  th a t C h in ese  p a in te rs  are unab le  to observe  o b jec ts  in  detail.
516 On Occidentalism and the Chinese intellectuals’ construction of the West in the early 
twentieth century, see Shih, The Lure o f  the Modern, pp. 128-148.
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N o r are th ey  ab le  to  execu te  th e ir  ideas w ith  th e ir  hands. A s a 
resu lt, to  re in v ig o ra te  C h inese  art, w e have  to  re -p ro m o te  its 
c lassic ism , w h ich  is, fo r exam ple , exem plified  in the  m ag n itu d e  
and  reso u rce fu ln ess  o f  S ong  pain tin g  as w ell as in  its
o p en -m in d ed  trea tm en t o f  all k inds o f su b jec t m atters  fo r 
d ep ic tion . M oreover, to  m ake  up  fo r the  p resen t d efic ien c ies  o f 
C h in ese  art, w e have  to  adop t E uropean  rea lism , such  as D u tch  
p a in te rs ’ tho ro u g h  study  o f  subjects, as w ell as th e  refined
co m p o sitio n  in  th e  w orks o f  F rench  pain ters, such  as C ourbet,
M ille t, B astien -L epage, and the  G erm an W ilh e lm  L eib l
(1844-1900). A  p iece  o f  artw ork  o f  good  q u a lity  m u st 
d em o n stra te  its tho roughness, refinem ent, v ig o ro u sn ess , and 
co m ple teness, all o f  w h ich  consistu te  the m erits o f  rea lism .
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In  th is parag rap h , X u B eih o n g  m entions rea lism  tw ice  and  reg a rd s rea lism  as a 
m ode o f  art ex p ressio n  in v o lv ing  rea lis tic  craftsm ansh ip . H is v iew  o f  W estern  
rea lism  in  th is p a rag rap h  rem ain ed  the sam e as those  d iscu ssed  above. M oreover, 
he  app lied  an  O ccid en ta l p erspec tive  to  com pare  the d ev e lo p m en t o f  W estern  
p a in tin g  w ith  th a t o f  C h inese . X u  B eihong  para lle led  C h in ese  lite ra ti pa in tin g  
w ith  W estern  m o d ern is t pa in tin g  b y  using  the trad itiona l C h in ese  art-h isto rica l 
term , x iey i  ( H m ,  ‘concep tua l d ep ic tio n ’). T he d icho tom y  o f  x ie sh i  and x iey i 
rep resen ted  the b in a ry  oppositio n  o f  p ro fessional and lite ra ti p a in tin g  in  the 
fo rm u la tio n  o f  C h in ese  art history. G enerally , S ong  p a in tin g  s tood  fo r the
517 Xu Beihong, ‘Mei de jiepou’, p. 84.
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ep ito m e o f  x ie sh i  and  Y uan p a in tin g  fo r xiey i. T his d ich o to m y  reach ed  its apogee 
in  the art d isco u rse  o f  th e  M in g  dynasty  and leg itim ised  the su p erio rity  o f  
concep tua l d ep ic tio n  o f  lite ra ti p a in tin g  in  the  h ie ra rch y  o f  C h in ese  p a in tin g .518 
X u  B e ih o n g  co m p ared  x iey i  to W estern  m odern ist pa in ting , and  para lle led  
W estern  m o d e rn is t p a in tin g  w ith  C h inese  lite ra ti p a in tin g  a fte r th e  M in g  dynasty. 
T h is p ara lle l rev ea led  th a t X u B e ih o n g ’s persona l read in g  o f  W estern  rea lism  
w as g rou n d ed  in  h is asp ira tions to re fo rm  C hinese  pain ting . X u  B e ih o n g  argued  
that W estern  m o d ern is t p a in tin g  w as fo llow ing  the reg ressiv e  p a th  o f  C h inese  
pain ting , w h ich  had  resu lted  from  its d ism issa l o f p ic to ria l rea lism  in favour o f  
concep tu a l d ep ic tion . A ccord ingly , W estern  m o d ern is t p a in tin g  w as n o t the 
so lu tion  to  th e  re fo rm  o f  C h inese  pain ting . O n the contrary , the  a ssim ila tio n  o f  
W estern  rea lis tic  c ra ftsm an sh ip  and the re -d isco v erin g  o f  C h in ese  S ong  pain tin g  
w ere  the p resc rip tio n . X u  B e ih o n g ’s op in ion  on re fo rm ing  C h in ese  p a in tin g  w as 
also  s ta ted  in  th e  artic le , ‘O n A n cien t and M o d em , C h inese  and  W estern  A rt -  A
S peech  G iven  at D a to n g  U n iv e rs ity ’, in  w hich  he argued:
I in s is t th a t the  p resen t decadence  o f  C h inese  art c an n o t be 
rem ed ied  w ith o u t trum peting  realism . Som eday, the  e s tab lish m en t 
o f  new  C h in ese  art schools m u st depend on  an  ind ig en o u s 
C h in ese  c lassic ism , w hich  consists o f  an em phasis  upo n  the 
dep ic tio n  o f  a tran scen d en t rea lm  in  pain ting  as w ell as on  the 
acco m p lish ed  sk ills o f  refined  ou tline  draw ing.
ft} ;* * ! ■ • 519
In  the  a rtic le  o f  1918, ‘M ethods fo r the Im p ro v em en t o f  C h inese  
P a in tin g ’, X u  B e ih o n g  p o in ted  ou t con fo rm ism  as the cause  o f  the 
reg ressio n  o f  C h in ese  p a in tin g  in  m odern  tim es.520 H is p o in t o f  v iew
518 Wang, ‘Rediscovering Song Painting for the Nation’, pp. 27-30.
519 Xu Beihong, ‘Gujin Zhongwai yishulun - Z a i  Datong daxue jiangyanci', in Xu and Jin, Xu 
Beihong yishu wenji, pp. 97-103 (p. 103).
520 Xu, ‘Zhongguohua gailiang zhi fangfa’, p. 39,
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apparen tly  fo llo w ed  th a t o f  the in fluen tia l in te llec tual K an g  Y ouw ei and  he 
had  n o t y e t d ev e lo p ed  h is ow n perspective . L ater on, h is acad em ic  tra in ing  
shaped  h is  fo rm u la tio n  o f  C h inese  pain tin g  history. A t the  sam e tim e, his 
am bitions to re fo rm  C h inese  pain ting , w h ich  he  had  rev ea led  in  the  artic le  
o f  1918, in  tu rn  u n d erlay  h is O cciden ta l read in g  o f  W estern  rea lism . X u  
B e ih o n g ’s co m p ara tiv e  s tudy  o f  C h inese  and W estern  p a in tin g  
dem o n stra ted  the  con tin u in g  in fluence  o f  K ang  Y ouw ei, C ai Y uanpei and 
the p ro -W estern  N ew  C u ltu re  M o m en t on  him . N onethe less, h e  d rew  on 
F ren ch  acad em ic  art to g radua lly  fo rm u la te  his perso n a l read in g  o f  C h inese  
pain ting , w h ich  o n  the  one  h an d  fitted  th e  in te rio r call fo r  m o d ern is in g  
C h in ese  art, and on  the o th e r h an d  e lev a ted  the s ig n ifican ce  o f  h is  tra in in g  
back g ro u n d  in  in d igenous xiezh en  and W estern  realism . It is im p o rtan t to 
stress th a t b e fo re  X u  B e ih o n g  p u rsu ed  a it studies in  P aris, the  te rm  
‘re a lism ’ (x ie sh i  o r x ie sh i zhuyi)  d id  no t appear in  his speeches and  articles. 
A fte r he re tu n ed  to  C h in a  in  1926, X u  B eihong  cited  the au th o rity  o f  
F rench  academ ic  a it to develop  his persona l version  o f  C h in ese  and 
W estern  p a in tin g , w h ich  cen tred  on  rea lism . X u B e ih o n g ’s acad em ic  
tra in ing  h e lp ed  to fu lfil h is asp irations to reverse  the  s tan d in g  o f  
p ro fessio n a l and  lite ra ti pa in ting . T h is rev ision  o f  C h inese  p a in tin g  h is to ry  
and h ie ra rch y  w as e lab o ra ted  in  the  article, L un  Z h o n g g u o h u a  
‘O n C h inese  P a in tin g ’, 1938), a rev ised  C hinese version  o f  th e  p re face  to 
the ca ta lo g u e  E xp o sitio n  de la P ein ture  C hinoise  (E xh ib ition  o f  C h inese  
P ain ting), w h ich  w as p u b lish ed  in 1933 fo r the exh ib itio n  o f  m o d ern  
C h inese  p a in tin g  {E xposition  d ’A r t  C hinois C ontem pora in )  he ld  in  the 
M usee  du  Jeu  de P au m e in  P a ris .521 In the  artic le  ‘O n C h in ese  P a in tin g ’,
521 Shelagh Vainker, ‘Exhibitions of Modern Chinese Painting in Europe, 1933-1935’, in Cao
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X u B eih o n g  used  som e W estern  art-h isto rica l te rm s to  d escribe  C h inese  
p a in tin g .522 T h e  S ong  d ynasty  w as h ig h ly  regarded  b y  X u B e ih o n g  as the 
go lden  age  o f  C h in ese  pain ting . It w as seen  as the  firs t dy n asty  in  C h in a  to 
estab lish  an  art academ y. M oreover, S ong  p a in tin g  rep resen ted  fo r X u  that 
id ea lised  R ea lism , w h ich  w as also c rysta llised  in  the  w orks o f  
D ag n an -B o u v ere t, P uv is de C havannes and  R odin. X u  B e ih o n g  fu rth e r 
co m p ared  S o n g  p a in te rs  to W estern  c lassica l m asters, w h o se  a rtis tic  
accom p lish m en ts  w en t b ey o n d  m ere R ealism . X u B e ih o n g ’s h ig h  p ra ise  fo r 
S ong  p a in tin g  co n cu rred  w ith  the consensus am ong  the in te llig en ts ia , as 
d iscussed  in  C h ap ter 2 .4 . In  addition , X u B e ih o n g ’s co m p ara tiv e  s tu d y  o f 
C h inese  and  W estern  p a in tin g  para lle led  Y uan p a in tin g  w ith  W estern  
idealism . F o r X u B eihong , Yuan p a in tin g  w as like Im p ressio n ism , in  th a t it 
firs t a im ed  to su p p lem en t the ov er p a in stak ing  c ra ftsm ansh ip  o f  rea lis tic  
S ong  pain ting . N o n ethe less, the un sk illed  literati pa in te rs to o k  advan tage  
o f  th e  concep tu a l dep ic tio n  o f  idealism , and  thereby  led  to  the  co n fo rm ism  
and  reg ressio n  o f  C h inese  pain ting , ju s t  as the  W estern  m o d ern is ts  w ere  
do ing  to  W estern  pain ting . X u B eih o n g  com pared  the o rth o d o x y  o f  lite ra ti 
aesthetics in  C h in ese  p a in tin g  to the  status o f  academ ic  p a in tin g  in  the 
W estern  art w o rld .523 B y this paralle l, X u B eihong  in d ica ted  the  m istak e  
th a t C h in ese  p a in tin g  m ad e  in  leg itim isin g  lite ra ti p a in tin g  as the  orthodoxy, 
w hich  led  to  the  rev e rse  o f  th e  stand ing  o f  C h inese  p a in tin g  and  
c iv iliza tio n  in  the  w orld  after S ong  dynasty. T herefo re, the  rea lis tic  
atta inm ents o f  R en  B on ian  in  the n ine teen th  cen tury  w ere  h ig h ly  reg a rd ed
Yiqiang and Fan Jingzhong eds, Ershi shiji Zhongguohua: Chuantong de yanxu
yit yctnjin ' F M / t i f d I K ‘Chinese Painting in the Twentieth Century:
Creativity in the Aftermath of Tradition’ (Hangzhou, 1997), pp. 554-561 (pp. 554-555).
522 Xu, ‘Lun Zhongguohua’, pp. 357-364.
523 Wang, ‘Sketch Conceptualism as Modernist Contingency’, p. 139.
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by X u B e ih o n g  as th ey  b roke  aw ay  fro m  the C h inese  acad em ic  trad ition , 
the co n cep tu a l dep ic tio n  o f  literati pa in ting .
T h ro u g h  the  in te rchang ing  o f  C h inese  and W estern  a rt-h is to rica l term s, X u 
B eihong  fo u n d  in  W estern  academ ic  art bo th  the reso lu tio n  to  C h in a ’s call fo r 
refo rm in g  C h in ese  p a in tin g  and a w ay  o f  p reserv in g  the essen ce  o f  C h inese  
trad ition . T he  academ ic  fo rm u la tio n  o f  W estern  p a in tin g  h is to ry  h e lp ed  the 
fo rm ation  o f  X u B e ih o n g ’s persona l version  o f  C h inese  pa in tin g , w h ich  p layed  a 
dec is iv e  ro le  in  sh ap ing  the con tours o f  tw en tie th  cen tu ry  C h in ese  art. T h e  
au tho rity  o f  W estern  orthodoxy, in  the  fo rm  o f  academ ic  art b ecam e  a m igh ty  
p rop  fo r  X u  B e ih o n g  to streng then  h is p rom otion  o f  rea lism  in  th e  W estern ised  
art fie ld  in  C hina.
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4.3 Fashioning Identity as a Modern Chinese Painter
X u B e ih o n g  re tu rn ed  to C h ina  in  1926 to  look  fo r fin an c ia l su p p o rt in  order 
to  co n tin u e  h is s tud ies in  Paris. H e  le ft F rance  in  1925 and  a rrived  in  S hanghai in 
F eb ru ary  1926. D u rin g  h is jo u rn ey  hom e, h e  stayed  in  S in g ap o re  fo r a few  
m on ths fro m  th e  w in te r o f  1925 to January  1926.524 O n the  lin e r  th a t X u 
B eih o n g  to o k  in  S ingapore , he  m et C ai Y uanpei and L in  F en g m ian , w ho had  
b oarded  th e  sam e  liner fro m  France. Sh ibao  carried  the new s w ith  the head line , 
‘X u  B e ih o n g  re tu rn ed  to  S h an g h a i’, as fo llow s: “X u B eihong , the  ex -tu to r o f  the 
B e ijing  U n iv e rs ity  P a in ting  R esearch  Socie ty  and ex -p ro fesso r o f  a rt a t the 
C angsheng  U niversity , is  the  firs t s tuden t w ho w on  the  scho larsh ip  o f  the 
E d u ca tio n  M in is try  to s tudy  in  E urope, A fter s tay ing  in  F ran ce  fo r  seven  years, 
he has re tu rn ed  fro m  Paris on  the sam e liner as C ai Y uanpei and  L in  F en g m ian ” 
(Fig. 130).525 T he  new s abou t X u  B e ih o n g ’s iden tity  as the  firs t art s tuden t w ith  
go v ern m en ta l fu n d in g  w as p u b lish ed  in bo th  Shibao  and S h en b a o  o n  18 M arch  
1 9  1 9  526 sh ib a o  ancj sh e n b a o  w ere am ong  the m ost p o p u la r  S h an g h ai-b ased  
n ew sp ap ers  in  the  firs t h a lf  o f  the  tw en tie th  century. S h e n b a o 's  in v o v lem en t in 
S h an g h a i’s v itu ra l cu ltu re  has been  stud ies in C h ap te r 2. S h ib a o  had  been  
lau n ch ed  in  1904 and  ceased  in  1939. Its b reak th roughs in  p a g e  lay o u t and 
p rin tin g  eq u ip m en t m ad e  it a lead ing  n ew spaper in  C h in a .527 It w as a lso  am ong  
the earlies t new sp ap ers  to  carry  transla tions o f  fo reign  novels reg u la rly  as w ell as 
p u b lish in g  c ritic ism  on  m odern  C hinese  poetry. T herefo re , S h ib a o  h ad  been
524 Xu and Jin, Xu Beihong nianpu, pp. 32-34.
525 Shibao, 3 March 1926.
525 Wang Zhen ed,, Ershi shiji Shanghai meishu nianbiao 20 ‘A Chronology
of Ait in Shanghai in the Twentieth Century’ (Shanghai, 2005), p. 87.
527 Hu Daojing ‘Shanghai de ribao’ ‘Newspapers of Shanghai’, Shanghai
Tongzhiguan qikan, 2.1 (1934), pp. 219-325, in Shen, Jindai Zhongguo shiliao congkan xuji, Vol. 
XXXIX. For a history of Chinese journalism, also see Christopher A. Reed, Gutenberg in 
Shanghai: Chinese Print Capitalism, 1876-1937 (Honolulu, 2004).
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con sid ered  as a m odern  new p ap er re flec ting  its epoch .528 A s to  its asssocia tion  
w ith  v isual cu ltu re , S h ib a o 's  advanced  p rin tin g  equ ip m en t and  tech n o lo g y  m ade 
po ssib le  th e  issu in g  o f  the h igh  qua lity  Shibao  P ic to r ia l  (Sh ib a o  tuhua  
in  1920.529 T h e  bu rg eo n in g  pub lica tio n  o f  p ic to ria ls  in  S h an g h ai in the 1920s 
and  1930s w as in  c lo se  a ssoc ia tion  w ith  the v igour o f  the  co n tem p o ran eo u s art 
a ren a .530 O n th e  one  hand , the p ic to ria ls  p rov id ed  the p la tfo rm  fo r  artists to 
d issem in a te  th e ir  ideas and d isp lay  the ir w orks; on the o th er hand , th e  p ic to ria ls  
h e lp ed  to  shape  th e ir p u b lic  im ages and leg itim ise  the ir p o sitio n s in  the art w orld. 
A s Ju lia  A n d rew s has observed , som e young artstis w ho  w ere  ap ra t fro m  a 
p a rticu a lr  artisitc  c irc le  o r locale , “succeeded  no t on ly  artistically , as defined  by 
the c rea tio n  o f  an im m ed ia te ly  recogn isab le  persona l sty le, bu t a lso  in  ach ieveing  
a deg ree  o f  na ito n l ce leb rity  on ly  p o ssib le  w ith  a m o d em  m ass m ed ia” .531 T he 
flo u rish in g  p u b lish in g  indu stry  in  S hanghai in  the 1920s tu rn ed  X u  B e ih o n g  into 
a sensa tion  im m ed ia te ly  after h e  re tu rn ed  to  so journ  in  S hanghai fo r on ly  a few  
m o n ths in  1926.
X u B e ih o n g  arrived  in  S hanghai in  early  February , 1926, and  left fo r Paris 
b y  la te  A p ril.532 In 1926, new s o f  X u B eihong  appeared  in  th e  S h en b a o  around  
19 tim es, m o stly  p u b lish ed  in  M arch  and  A pril du ring  X u  B e ih o n g ’s so jou rn  in 
S h an g h a i.533 B esides, S h ibao  a lso  carried  new s o f  X u  B eih o n g  ab o u t 11 tim es.
528 Ge Gongzhen Zhongguo baoxueshi ‘History of Chinese Journalism’
(Beijing, 1955), pp. 141-145.
529 On Shibao's new printing technology, see Hu, ‘Shanghai de ribao’, p. 269.
530 Leo Qu-fan Lee, ‘The Construction of Modernity in Print Culture’, in Lee, Shanghai M odem : 
The Flowering o f  a Urban Culture in China, 1930-1945 (Massachusetts, 1999), pp. 43-81.
531 Julia Andrews et al., Between the Thunder and the Rain: Chinese Painting from  the Opuim 
War through the Cultural Revolution, 1840-1979 (San Francisco, 2000), p. 186.
532 Xu and Jin, Xu Beihong nianpu, p. 40. As far as I know, there is no precise date about when 
Xu Beihong left Shanghai for Paris in 1926 in published sources. According to Xu Beihong 
nianpu, Xu Beihong arrived in Paris in the late spring of 1926. Moreover, news of Xu Beihong 
did not appear in the press from May 1926, so he must leave for Paris no later than early May, 
1926.
533 Wang, Ershi shiji Shanghai meishu nianbiao, pp. 181-215. The news about Xu Beihong 
appeared on 6 & 18 February; 5, 7, 13, 25, 29 & 31 March; 2, 5, 8, 21, 24 & 25 April; 25 
September; 28 October; and 24 December 1926.
223
D u rin g  M arch  and A p ril o f  1926, item s o f  new s abou t X u  B eih o n g  w ere  
p u b lish ed  in  S h enbao  and Shibao  a to ta l o f 25 tim es. T h ese  item s o f  new s show  
that X u  B e ih o n g  h ad  a busy  schedu le  w hen  h e  stayed  in  S hanghai. H e  gave  at 
least 10 ta lks in  a few  w eek s.534 B efo re  pub lish in g  each  o f  th ese  ta lks, the 
new spapers o ften  added  a sho rt accoun t o f X u  B eihong  to fac ilita te  the  
read e rsh ip ’s u n d erstan d in g  o f  this young  artist. T hese  in tro d u c tio n s con tribu ted  
to  the  sh ap in g  o f  X u  B e ih o n g ’s p ub lic  im age as an acco m p lish ed  and  m odern  
painter. T ake the sho rt in troduc tion  o f  X u B eihong  g iven  b y  S h ib a o  on  3 M arch  
1926, w h ich  is q u o ted  in the firs t parag raph  o f this section , as an  exam ple , the 
in fo rm atio n  is n o t com p le te ly  right, X u B eih o n g  w as n o t on  the  sam e  sh ip  w ith  
C ai Y uanpei and  L in  F en g m ian  from  Paris. N evertheless, th is c la im  estab lished  a 
c lose  asso c ia tio n  b e tw een  X u B eihong  and the in fluen tia l in te llec tu a l C ai 
Y uanpei, as w ell as w ith  the  new  star in  the art w orld , L in  F en g m ian , w ho w as 
ju s t  appo in ted  p rin c ip a l o f  the  N ational B eijing  A rt C o lleg e  (G uoli B e ip in g  y ishu  
zhu a n m en  xu ex ia o  |u£| 1 L i b H ) p ' [ E * j | '  bl fo rm erly  the N a tio n a l S choo l o f 
F ine  A rt) in  ea rly  1926. M oreover, the in troduction  m en tio n ed  X u  B e ih o n g ’s 
status as the firs t g o v ern m en t fou n d ed  student, c iting  o ffic ia l au th o rity  as
534 Most of these talks have been repeatedly republished with some slight alterations to their 
titles. IJufa yishu zhuanjia Xu Beihong junfangwenji ( ^  flj W- lit f/t; til Li HS P»l fd, 
‘Interview with the Ait Specialist, Xu Beihong, who Studied in France1) was republished with the 
title, ‘The Current Situation in French Art1; Xu Beihong jun xueshu ycinjiu zhi tcinhua
‘A Talk on Academic Research by Mr Xu Beihong1) was republished with the 
title, ‘A Talk on Academic Research1; Xu Beihong yong wuxion dianhua yanshuo nieishu (f)j^ 
‘Xu Beihong Delivered A Speech via Radio Telephone1) was 
republished with the title, ‘The Anatomy of Beauty -  A Speech Given to the Shanghai Kailuo 
Company1; Meishujio Xu Beihong zhi tanhua (I ® / L 1$;n'fi, ‘A Talk Given by the Artist 
Xu Beihong1) was republished with the title, ‘Conversation on Art with a Journalist of the 
Shibao1; Yishujia de gongfu ‘The Attainments of An Artist1) was republished as
‘A Speech Given at the Chinese University of Art1; Meishujia Xu Beihong shcingxia gujin zhi lun 
■T'ieLlro, ‘The Opinions of the Artist Xu Beihong on Art of the High and 
Low, the Ancient and Modern1), or Xu Beihong duiyu guohuo de yijian -  Zai Datong daxue 
yanshuo jingxuanhui zhi yanshuoci -  iT A  [A]
i&Hqj, ‘Xu Beihong’s Opinions on National Painting -  A Talk Given at the Speech Competition of 
Datong University1) was later republished with the title, ‘On Ancient and Modern, Chinese and 
Western Art -  A Speech Given at Datong University1. On a detailed schedule of Xu Beihong’s 
speeches, see Wang, Ershi shiji Shanghai nieishu nianbiao, p. 190.
535 Sullivan, A rt and Artists ofTwentieth-Centuiy China, p. 43.
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approval fo r  X u B e ih o n g ’s artistic  accom plishm ents. F o llo w in g  th e  sho rt 
in tro d u c tio n  o f  X u  B eihong , the  new s repo rted  the sm all ex h ib itio n  o f  X u 
B e ih o n g ’s W estern  sty le  w orks in  the  D adong  hotel (D a d o n g  lilshe  as
fo llow s: “X u B e ih o n g  d isp layed  m o re  than  40  oil and figu re  p a in tin g s , w hich  
w ere ex ecu ted  d u rin g  his tim e  in  E urope, at the  ga thering  o f  T h e  S o c ie ty  o f  P lum  
B lo sso m  (.M eih u a h u i in  the  D adong  hotel. T he  b ru sh w o rk  is s teady  and
the co lo u r re fined , rep resen tin g  a sub tle  quality. X u B e ih o n g  ju s t  re tu rned  to 
S hanghai fro m  h is hom eto w n  Y ixing yesterday, and since th en  h e  has been  busy 
a ttend ing  w e lco m e p arties , w h ich  w ere  h e ld  by  his m en to rs and  friends, such  as 
K ang  Y ouw ei, J i Juem i, H uang  Jingw an , C hen  B aoyi, W ang Y iting  (Hi—  
1866-1938) and  T ian  H an  ( f f l i t ,  1898-1968). to nam e b u t a  few .536 K ang  
Y ouw ei in tro d u ced  X u  B eihong  as fo llow s: “M y  d isc ip le  B e ih o n g  d em onstra ted  
ta len t fo r  art as early  as 10 years ago w hen  he  rea listica lly  p o rtray ed  m e, as w ell 
as the  em in en t Q in g  offic ia ls Q u H ongji (il#|f$|, 1850-1918) and  S h en  Z ipei 
1851-1922). L a te r on, he v isited  Japan  and  then  p u rsu ed  art stud ies in 
F rance  fo r  seven  years. H ence, he ob tained  a so lid  g ro u n d in g  in  p a in ting . Today, 
he show s m e h is w orks, w hich  are the best in  C h ina” . B y  estab lish in g  
associa tions w ith  s ig n ifican t educational institu tions, su ch  as B e ijin g  U niversity , 
and  w ith  in flu en tia l in te llec tuals, such  as K ang  Y ouw ei and  C ai Y uanpei, the 
Shibao  c ited  th e ir  p restig e  to  constru c t X u  B e ih o n g ’s im age  as a d is tingu ished  
artist, w h o se  rep u ta tio n  had  been  approved  b efo re  his a rtis tic  ach ievem en ts w ere 
exam ined  by  th e  public .
In  ad d itio n  to  the associa tions w ith  w e ll-estab lished  in te llec tu a ls  o f  the 
po litica l and  cu ltu ra l fie ld s, X u B eihong  w as also connec ted  to  the m ore
536 Wang Yiting was the leading artist of Chinese painting and calligraphy in Shanghai. Yun, 
Minguo shuhuajia huizhuan p. 31. On Tian Han, see Dong Jian S fS . Tian Han (Beijing, 
1999).
537 Shibao, 3 March 1926.
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avan t-garde  c irc le  o f  S hanghai. T ian  H an  w as the  p rin c ip le  o rg an ize r o f  the 
gath erin g  in  the  D ad o n g  ho te l in  F eb ru ary  1926, and in v ited  m o re  than  150 
partic ip an ts , in c lu d in g  th e  artists L in  Fengm ian , N i Y ide 1901-1970),
F en g  Z ik a i 1898-1975) and L i J in fa  ( ^ t t ,  1 9 0 0-1976).538 T ian  H an
w as a le ft-w in g  d ram atist, w ho p lay ed  a dec isive  ro le  in  sh ap in g  the  con tours o f 
m odern  C h in ese  dram a. H e w as the  ed ito r o f  the su p p lem en t o f  the  C entra l D a ily  
n ew sp ap er en titled  M od en g  ( I lf® ) , the  C h in ese  eq u iv a len t o f  the
E n g lish  ‘m o d e rn ’. X u B eihong  designed  a rooste r fo r the  le tte rh ead  o f  the 
M odeng  su p p lem en t (F ig. 131).539 M oreover, T ian  H an  e stab lish ed  the  S ou th  
C h ina  A it A cad em y  (N a n g u o  y ish u  xu eyu a n  M H I H ) ) in  1928 and  inv ited  
X u B e ih o n g  to take  charge  o f  the p a in tin g  departm en t. T h ey  c la im ed  to be ‘o f  the 
b ohem ian  c la s s .’540 N i Y ide w as one o f  the found ing  m em bers o f  the  S torm  
S o cie ty  (.Juelanshe  '^fkjjith), the  rep resen ta tive  artistic  a sso c ia tio n  o f  W estern  
av an t-garde  a rt in  C h ina  in  the 1930s (Fig. 132).541 F en g  Z ik a i’s artistic  
accom plishm en ts w ere  a ll-round . H e w as a w riter, pain ter, and cartoon ist. H e 
re -in te ip re ted  trad itio n a l C h inese  lite ra tu re  and  art in cartoon  fo rm  (Fig. 133).542 
L i J in fa  w as a sculptor. H e  s tud ied  art in  Paris from  1919 to  1924, 
con tem p o ran eo u s w ith  X u  B eihong  and  L in  F engm ian .543 T h ese  artists w ere  o f  
the  re la tiv e ly  av an t-g ard e  genera tion  in the art w orld . T he  Sh en b a o  rep o rted  this 
cu ltu ra l even t, m e n tio n in g  the exh ib itio n  o f  X u  B e ih o n g ’s w orks and  rem ark in g
538 Wang, Ershi shiji Shanghai meishu nianbiao, p. 186.
539 Xu and Jin, Xu Beihong nianpu, p. 47.
540 Wang, ‘Sketch Conceptualism as Modernist Contingency’, p. 112. On Tian Han’s connections 
with the art circle of his day, see Sullivan, Art and Artists o f  Twentieth-Century China, pp. 34,47 
& 69.
541 Ralph Croizier, ‘Post-Impressionist in Pre-War Shanghai: The Juelanshe (Storm Society) and 
the Fate of Modernism in Republican China’, in John Clark ed., M odernity in Asian Art (Sydney,
1993), pp. 135-154.
542 Geremie R. Barme, An Artistic Exile: A Life o f  Feng Zikai (1898-1975) (California and 
London, 2002).
543 Sullivan, A rt and A rtists o f  Twentieth-Century China, p. 307.
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tha t X u B e ih o n g ’s w orks rep resen ted  the  ep itom e o f  W estern  a rt.544 T h ro u g h  the 
associa tions w ith  the  avan t-garde  circle, X u B eihong  w as h ig h ly  reg a rd ed  as a 
rep u tab le  ag en t o f  W estern  art im m ed ia te ly  after h e  re tu rn ed  fro m  Paris.
T he  ex h ib itio n  also  d em onstra ted  X u  B e ih o n g ’s a sp ira tions to shape  his 
im ag e  as a m o d ern  fo rce  in C h in a ’s art w orld  th rough  his acco m p lish m en ts  in 
W estern  art. T h e  p u rp o se  o f  X u B e ih o n g ’s jo u rn e y  ho m e w as to  get m o n ey  to 
co n tinue  h is s tud ies in  Paris. H ence, h e  stopped  at S ingapore  fo r severa l m onths 
to  earn  m o n ey  b y  p a in tin g  rich  m erch an ts .545 H e m u st n o t h av e  p lan n ed  to  stay 
in  C h in a  too  long , as h e  le ft his w ife  in  Paris un til he re tu rned . N o n ethe less, 
du ring  his sho rt so jou rn  in  C hina, he still b rough t w ith  h im  m an y  w orks. It 
appears th a t X u B eih o n g  w as active in  look in g  fo r any o p p o rtu n itie s  to  p rom ote  
h im self. In  add itio n  to  re ta in ing  h is re la tionsh ips w ith  K ang  Y ouw ei, Ji Juem i 
and H u an g  Jingw an , w ho  had  good  p o litica l or cu ltu ra l co n n ec tio n s in Shanghai, 
X u B e ih o n g  ac tiv e ly  c rea ted  new  connections w ith  figures w ho  w ere  m ore  
in flu en tia l in  th e  art w orld , such  as C hen  B aoyi, F en g  Z ikai, N i Y ide  and  T ian  
H an. T h ey  w ere  very  ac tive  in  the  S hanghai art w orld  in  the  1920s. T h ey  no t 
on ly  b u ilt th e ir rep u ta tio n  by  th e ir a rtistic  accom plishm en ts, bu t a lso  crea ted  
th e ir in flu en ce  th ro u g h  en g ag in g  in  art education . C hen  B ao y i w as the founder o f  
the  C h in ese  U n iv e rs ity  o f  A rt (Z h o n g h u a  y ish u  daxue  w h ich
w as estab lish ed  in  1925. H e also  tau g h t p a in ting  at the  L id a  S ch o o l {Lida  
xu eyu a n  e stab lish ed  by  F en g  Z ikai in  1925. N i Y ide tau g h t at the
S h an g h ai A rt A cadem y. T ian  H an tau g h t a t the S hanghai U n iv e rs ity  o f  A rt 
{Shanghai y ish u  daxue  in 1925 and  fo u n d ed  the  S o u th  C h ina  A rt
A cad em y  in  early  1928. T h ese  art schools w ere  am ong  th e  m o st ren o w n ed  and
544 Wang, Erslii shiji Shanghai meishu nianbiao, p. 186.
545 On Xu Beihong’s experiences in Singapore, see Ouyang Yixing Beihong zai
Xingzhou ‘Beihong in Singapore’ (Singapore, 1999); also Xu Beihong zai Nanyang.
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in flu en tia l art in stitu tio n s in  S hanghai in  th e ir day.546 T he  1920s saw  the 
m atu rity  o f  the  W estern ised  art field . A rt institu tions sp rung  up  and  w ere  led  by 
the  p ro fessio n a l artis ts  o f  the fine  art arena. In o ther w ords, f in e  art g radually  
separa ted  fro m  com m erc ia l a it .547 W h en  X u B eihong  d ev e lo p ed  his career in 
S hanghai in  th e  1910s, he w as m ore  a com m ercia l p a in te r than  an artist. H is 
acqua in tances w ere  m o stly  th o se  ou tside  fine  art c irc les, a lth o u g h  th ey  m ay  hav e  
had  goo d  a rtis tic  co n nec tions. N onetheless, during  the jo u rn e y  h o m e in  1926, X u 
B eih o n g  seem in g ly  endeavoured  to estab lish  h is rep u ta tio n  in  the  fine  art fie ld  in 
S hanghai, th ro u g h  d isp lay in g  h is w orks on  the occasions w h en  a lo t o f  artists 
gathered .
T h e  repo rts  ab o u t X u  B e ih o n g ’s W estern ised  pa in tings and  cu ltu ra l 
connections in  Sh enbao  and  Sh ibao  successfu lly  drew  a tten tio n  fro m  bo th  the 
p ress and  a rtis tic  c irc les. Sh ibao  pub lish ed  its jo u rn a lis t W an Y e’s ( i ^ ^ )  
in te rv iew  w ith  X u B e ih o n g  on  5 M arch  1926, on ly  tw o days a fte r the new s 
en titled  ‘X u  B eih o n g  re tu rn ed  to S h an g h a i’. W ang Ye in  the in te rv iew  h igh ly  
reg a rd ed  X u  B e ih o n g  as the  m o st d istingu ished  am ong  the  C h in ese  studen ts w ho 
stud ied  art in  P aris. X u B eihong  w as one am ong on ly  tw o C h in ese  studen ts w ho 
w ere  ad m itted  to s tudy  at the E co le  des B eaux-A rts. In th e  annual ex am in a tio n  o f 
the E cole , X u  B e ih o n g  w as p laced  fourteen th , w hile  F an g  Junb i 
1898-1986), the  o th er C h inese  s tuden t adm itted  to  s tudy  at th e  E co le , w as p laced  
sev en ty -fo u rth .548 W ang Ye also m en tio n ed  X u B e ih o n g ’s d iligence . O ne 
even ing , he  ran  in to  X u B eih o n g  in  Paris. X u B eih o n g  w as o n ly  ju s t  g o ing  back
546 ‘Zhongguo Minchu de meishu xuexiao’ I;|:| § £ | ‘The Art Schools of the Early 
Republican Period’, Yishujia, 11.1 (1980), pp. 150-168. Li Chunkang ‘Shanghai de
gaodeng jiaoyu’ ‘Higher Education in Shanghai’, Shanghai Tongzhiguan
qikan, 2.2 (1934), pp. 603-668, reprined in Shen, Jindai Zhongguo shiliao congkan xuji, Vol. 
XXXIX.
547 Chen, ‘Yanghua zai Zhongguo liuchuan de guocheng’, pp. 25-29,
548 On Fang Junbi, see Frank Dunand, The Pavilion o f  the M artial Harmony; Chinese Painting 
and Calligraphy between Tradition and M odernity (Geneva, 2002).
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to h is p lace  fro m  schoo l. H e  w as very  p reoccup ied  w ith  h is s tu d ies , and thus he 
b ecam e an illu strio u s artist.549 W ang Y e’s rep o rt abou t X u  B e ih o n g ’s life  in  Paris 
p ro v id ed  a co n v in c in g  su p p o it fo r X u B e ih o n g ’s a tta inm ents in  W estern  art, 
w h ich  w ere  h e ld  in  h ig h  esteem  in the press.
W ang Y e also p u b lish ed  a com m en tary  on X u B e ih o n g ’s a rtis tic  
ach ievem en ts , in  w h ich  he item ised  X u B e ih o n g ’s pa in tings tha t he saw  in  a v isit 
to  J ian g  M e ish e n g ’s (S fW S D  house ,550 Jiang  M eisheng  w as X u  B e ih o n g ’s 
fa ther-in -law , and  X u  B eih o n g  stayed  at his p lace  w hen  he so jo u rn ed  in  Shanghai. 
A cco rd in g  to  W ang  Y e’s report, J ian g  M e ish en g ’s house  w as filled  w ith  X u 
B e ih o n g ’s ow n  w orks and  w ith  his collection . S ince X u B e ih o n g  s tayed  there, 
artists and  jo u rn a lis ts  had  com e one after the other. W ang Ye h ad  m et the artists 
D in g  S o n g  and  Y ang Q ingq ing  lils 1893-1957) w h en  h e  reach ed  Jiang
s?C 1
M e ish e n g ’s house. D in g  S ong  and  Y ang Q ingq ing  b o th  w ere  lead in g  m em bers 
o f  the  H eav en ly  H o rse  Society. T h ey  w ere  know n  fo r the ir W este rn -sty le  
p a in tin g  and  active in  the com m ercia l art w orld  o f  Shanghai. W h e n  X u  B eihong  
started  h is  ca reer in  S hanghai in  the 1910s, D ing  S ong and  Y ang Q in g q in g  w ere 
m uch  m o re  in flu en tia l than  h im  in  the S hanghai art w orld . T h e ir s tan d in g  seem ed  
to be rev e rsed  in  th is report. W ang Ye p ra ised  X u B eih o n g  as a p ro lific  pain ter, 
and h e  w as p a rticu la rly  im p ressed  by  the fo u r pain tings: M iyue  (H : J=j, 
‘H o n ey m o o n ’, 1925), J ia n g  B iw ei zh eny ing  (JlWlf ‘P o rtra it o f  J iang
B iw e i’, 1925), L u o ti n iilang  ju a n x i tu  ‘M o d e l T ak ing  a R e s t’)
and L iiy itong  (fpkJK st, ‘C h ild  in  G reen  C lo th es’). T h e  H o n eym o o n  p o rtray ed  a 
couple , H u an g  T ianen  ( i lc ^ J i j l )  and  F u  Jigu  in  o ils (Fig. 134). H uang
T ianen  w as a rich  m erch an t in  S ingapore. T he p o rtra it p a in tin g  w as ex ecu ted  in
549 Shibao, 5 March 1926.
550 Shibao, 9 March 1926.
551 For a brief account of Yang Qingqing, see Yun, Minguo shuhuajia huizhuan p. 269.
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1925 w hen  X u  B e ih o n g  s topped  by  S ingapore. A cco rd in g  to  W ang  Y e’s 
descrip tion , J ian g  B iw ei in  the  P o rtra it o f  J iang  B iw ei w as p o rtray ed  in casual 
dress, s itting  at h e r  d esk  and  read ing  books. T h is im age acco rded  w ith  the 
p o rtra it o f  J ian g  B iw ei th a t w as execu ted  in 1925 (Fig. 135). T h e  p a in stak in g  
c ra ftsm an sh ip  and  p h o to g rap h ic  v e risim ilitude  o f  J ian g  B iw e i’s p o rtra it 
dem o n stra ted  X u  B e ih o n g ’s so lid  g round ing  in F ren ch  academ ic  tra in ing . 
B esides, the M o d e l Taking a R es t and C hild  in G reen C lo thes  m a tch ed  the  tw o 
p ic tu res co llec ted  in  B eih o n g  hu iji ‘A  C o llec tion  o f  B e ih o n g ’s
P a in tin g s’), w h ich  w as p u b lish ed  by  the Z h onghua  B o o k sto re  in  S h an g h a i in 
1926. In  ad d itio n  to the  a fo rem en tioned  fou r pa in tings, W ang  Ye described  the 
oil p a in tin g  F u m a o  ‘P etting  the C a t’, 1924), w h ich  h e  ca lled  B a im a o  (£ |
fffi, ‘W h ite  c a t’) in  h is rep o rt (Fig. 136). P etting  the C at dep ic ted  X u  B eihong  
and h is w ife , and  w as execu ted  in  1924, W ang Ye also  m en tio n ed  X u  B e ih o n g ’s 
copy  o f  P ru d ’h o n ’s Ju stice  a n d  D iv ine  Vengeance P u rsu in g  C rim e. W ang Ye 
p ro v id ed  the  p u b lic  w ith  an  accoun t o f  X u  B e ih o n g ’s ar tistic  a tta in m en ts , and by  
th is m eans re in fo rced  X u  B e ih o n g ’s im age as an acco m p lish ed  and  adm irab le  
artist.
T h e  oil p a in tin g  H o n eym o o n  w as p u b lished  in  the Sh ibao  P ic to r ia l  on  28 
M arch  1926. A lth o u g h  th is pa in ting  w as a p o rtra it o f the  rich  m erch an t couple, 
rev ea lin g  the co m m erc ia l side o f  a pain ter, the  rea listic  c ra ftsm an sh ip  
dem onstra ted  a d irec t re fe rence  to W estern  art. C o m p ared  w ith  X u  B e ih o n g ’s 
early  p o rtra its , w h ich  also  rep resen ted  X u  B e ih o n g ’s sk ill in  rea lis tic  rendering , 
the b ru sh  w ork , m ed iu m  and  live  m odels o f  the H o n eym o o n  in d ica ted  th a t F rench  
academ ic  tra in in g  h ad  d o m in a ted  X u B e ih o n g ’s p ic to ria l p rac tices. X u  B e ih o n g ’s 
art had  gone b ey o n d  the hybrid  rea lism  p ervasive  in the co m m erc ia l art w orld  o f
552 Xu and Jin, Xu Beihong nianpu, p. 33.
553 Xu Beihong, Beihong huiji (Shanghai, 1936), p. 40.
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S hanghai, as d iscu ssed  in  C hap te r 2, and w as d irec tly  m o d e lled  on  W estern  
pain ting . B esides th e  H o n eym o o n , the Shibao  P ic to ria l  a lso  p u b lish ed  ano ther 
p ic tu re  o f  X u B eihong , in  w hich  X u  B eihong  w as p h o to g rap h ed  w ith  h is oil 
p o rtra it o f  K ang  Y ouw ei (Fig. 137). B y  com paring  the  tw o p o rtra its  o f  K ang  
Y ouw ei th a t X u  B e ih o n g  execu ted  in  1917 and in  the  1920s respective ly , it 
p ro v id ed  a g lim pse  in to  the changes th a t X u  B eihong  had  u n d erg o n e  in his 
crea tive  tra jectory . In  the  p ic tu re , X u B eihong  is fo rm ally  a ttired  in a su it w ith  
flo w in g  tie, w ith  a p a le tte  and som e pa in tb rushes in  his le ft hand , w h ich  pro jec ts 
the  im ag e  o f  a W estern  artist. M oreover, X u  B eihong  c ited  K an g  Y ou w ei’s 
in flu en ce  in  th e  cu ltu ra l fie ld  to back  up  his ow n acco m plishm en ts in W estern  art. 
X u  B e ih o n g  seem in g ly  to o k  fu ll advan tage  o f  this p rac tice  to  b u ild  h is repu tation . 
F o r exam ple , he  m ade  an o il p o rtra it o f  R en  B on ian  in  1927 (F ig. 138). It m ay  
serve as an ex em p lifica tio n  o f  his g rea t adm ira tion  fo r R en  B o n ian , w h ich  was 
m an ifested  in  h is speeches. In  1926, X u B eih o n g  also v isited  an  ex h ib itio n  on 
R en  B on ian , in  w h ich  he  w as inv ited  to ta lk  about R en  B o n ia n ’s 
accom plishm en ts. X u  B e ih o n g ’s adm ira tion  fo r R en  B o n ian  w as th o u g h t to 
co n tribu te  to  h is acq u isition  o f  several R en  B o n ian ’s w orks fro m  a co llec to r.554 
F rom  th e  la te  1920s, X u  B eih o n g  m ade  several po rtra its  o f  C h en  S an y u an  fljstUSc 
JK, 1853-1937) (F igs 139-140). C hen  S anyuan  w as C hen  S h iz e n g ’s father, w as 
b o th  an illu strio u s trad itio n a l p o e t and a re fo rm -m in d ed  Q in g  scholar. K ang  
Y ouw ei, R en  B o n ian  and  C hen  S anyuan  w ere all m asters o f  trad itio n a l C h inese 
lite ra tu re  o r art; m ean w h ile  they  also  to o k  a critical p e rsp ec tiv e  on  th e ir  tradition . 
T h e ir p o rtra its  in  o ils no t on ly  served  as the exem plifica tions o f  X u  B e ih o n g ’s 
artistic  ach ievem en ts , bu t also as the  ob jects o f  social p rac tice . T hey  
dem o n stra ted  X u  B e ih o n g ’s a tta inm ents in  W estern  art. M oreover, X u  B eihong
554 Xu and Jin, Xu Beihong nicinpu, pp. 37-38.
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cited  th e ir  em in en ce  to  c la im  to be the m odern  successo r and  re fo rm er o f  the 
g rea t ach iev em en ts  o f  C h inese  culture.
X u  B e ih o n g ’s asp ira tio n  to  be a m odern  artis t no t on ly  w as m an ifested  in 
h is o il po rtra its , b u t w as particu la rly  re flec ted  in  his p ub lic  im age. X u B e ih o n g ’s 
im age as a W estern  artis t in  the p ic tu re  o f  28 M arch  1926 Sh ib a o  P ic to r ia l  is 
rem in iscen t o f  h is dan d y  appearance  as seen  in  the p h o to g rap h  o f  1923 (Fig. 98). 
H is im age in  W estern  a ttire  w as also p u b lished  in  the S h ib a o  on  7 M arch  1926, 
a long  w ith  a co m p lim en t on his governm en t-funded  honour, and  h is 
co m p reh en siv e  k n o w led g e  o f b o th  C h inese  and W estern  art. M oreover, th e  b rie f 
rep o rt m en tio n ed  th a t X u B e ih o n g ’s pa in tings w ere  accep ted  by  the F rench  
offic ia l S alon ; h is a rtis tic  a tta inm ents w ere acquired  th ro u g h  h is p a in stak in g  
craftsm ansh ip . T h e  re p o rt also m en tioned  that X u B e ih o n g  w as leav in g  Shanghai 
fo r R om e soon  to  co n tin u e  h is stud ies on art (Fig. 141). It seem ed  th a t X u 
B e ih o n g ’s im ag e  o f  an  accom plished  spokesm an  fo r W estern  art w as assured  
th rough  the press.
T h e  m ass m ed ia  p layed  the decisive  ro le  in shaping  X u  B e ih o n g ’s im age as 
a m o d em  artist; m eanw hile , X u B eihong  h im se lf also in ten d ed  to d isp lay  such  an 
im age in  pub lic . In  A u g u st 1927 after X u  B eihong  re tu rned  to C h in a  perm anently , 
h e  d isp lay ed  a m o re  avan t-garde  im age. D agney  C arter describ ed  h is im pression  
o f  X u  B e ih o n g  w h en  he saw  the artist in 1927. H e said  th a t it w as easy  to 
reco g n ise  X u  B e ih o n g ’s im ag e  o f  a b ohem ian  artis t th rough  “h is  lo n g  hair, ve lvet 
coat, f lo w in g  tie  and  d e tached  lan g u id  m anners, as w ell as h is  ex ce llen t F rench , 
w hich  su g g ested  the  L atin  Q u arte r” .555 X u  B e ih o n g ’s b o h em ian  im age 
resp o n d ed  to  h is c la im  to  be “o f  the bohem ian  c lass” w hen  p a rtic ip a tin g  in  the 
e stab lish m en t o f  the S ou th  C h in a  A cad em y  o f  A lt, T he fo u n d in g  m em bers o f  the
555 Dagny Carter, ‘Modern Chinese Painters’, Asia, 34.4 (1934), pp. 224-229 (p. 228).
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A cad em y  a lso  in c lu d ed  T ian  H an, X u  Z him o and Yu D afu  1896-1945),
w ho  w ere  o p en -m in d ed  to  the  la test trends o f W estern  art and  lite ra tu re .556 In 
re tro spect, X u  B e ih o n g  has been  c ritic ized  as a conserva tive  ag en t o f  W estern  art 
in  C h in a ’s a rt fie ld . N o n e the less, X u  B eihong  apparen tly  assu m ed  h is im age as 
an  av an t-garde  a rtis t in  C h ina  in  the 1920s; and  this very  m o d em  im age  w as also 
co n stru c ted  and  app roved  by  the  p ress o f  his day.
X u  B e ih o n g  b ecam e an in stan t ce leb rity  in 1926 th ro u g h  the  p ro m o tio n  o f 
the m ass m edia . H is lec tu res, in terv iew s and activ ities w ere  o ften  to  b e  read  in 
the  new spapers. M oreover, h is speeches w ere aired  on  the rad io  to  reach  a w ider 
audience. F o r  exam ple , th e  A m erican  invested  K a iluo  co m p an y  ( $ 0 ^ )  inv ited  
X u B e ih o n g  to  g ive  a speech  on  13 M arch  1926, w h ich  w as co n tem p o ran eo u sly  
aired  by  the K a ilu o  b ro ad castin g  sta tion  and w as also p u b lish ed  in  the Sh ibao  on 
19 M arch .557 T h e  K a ilu o  b roadcasting  stud io  w as se t up  in  th e  S h en b a o  bu ild ing
558in 1924 and  b ecam e one o f  the earliest b roadcasting  co m p an ies  in  C hina.
B efo re  X u  B e ih o n g ’s speech , the  depu ty  chairm an  o f  the  S h an g h ai A sso c ia tio n  
o f  Jo u rn a lism  (S h a n g h a i x in w en  xu eh u i Ixj-rP ’iir) in tro d u ced  X u  B eihong
as an in te rn a tio n a lly  accla im ed  pain ter, w ho had  been  an illu strio u s p a in te r in  
C h ina  in  th e  1910s,559 T he S hanghai A ssoc ia tion  o f Jo u rn a lism  m ade  great 
con trib u tio n s to  the  rap id  accum ulation  o f  X u B e ih o n g ’s rep u ta tio n  in  1926. F irst, 
it inv ited  X u  B eih o n g  to g ive  a ta lk  on ‘T he O rig in  and E ssen ce  o f  A r t’ on 7 
M arch . T h e  aud ience  w as large, inc lu d in g  pro-W estern  artists and  associa tions, 
such  as Z h an g  Y uguang and  the D aw n  Socie ty  o f  F ine  A rts, as w ell as studen ts o f  
S hanghai art sch oo ls.560 O n 9 M arch , the S hanghai A sso c ia tio n  o f  Jo u rna lism
556 Wang, ‘Sketch Conceptualism as Modernist Contingency’, p. 112.
557 The published form of this speech, see Xu, ‘Mei de jiepou’, pp. 83-84
558 Zhao Yuming Zhongguo xiandai guangbo jicinshi 1923-1949 TliEI 
1923-1949, ‘A Concise History of Broadcasting in China 1923-1949’ (Beijing, 1987),
559 Shibao, 19 March 1926.
360 Xu and Jin, Xu Beihong nianpu, p. 35.
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gave a b an q u e t fo r X u B eihong . T h e  chairm an  co m p lim en ted  X u B e ih o n g  on his 
academ ic  tech n iq u es and in te rna tiona l reputation . T h e  p artic ip an ts  inc luded  
H uang  J in g w an , C hen  B aoyi, W ang Y iting, L ang  Jing sh an  (UpfPlJLf, 1892-1995) 
and  Z h o u  S h o u ju an  (JD 'f f i l l ,  1895-1968), to nam e b u t a few . T h ey  w ere 
accom plished  artists o r w riters  in  d ifferen t areas o f  the art and  lite ra ry  f ie ld s .561 
T h ro u g h  speeches and gatherings, X u  B eihong  qu ick ly  drew  a tten tio n  fro m  the 
in flu en tia l figu res o f  the  S hanghai art w orld . O n 29 M arch , C h en  B ao y i invited  
X u  B e ih o n g  to  v is it h is s tud io  and  inv ited  X u  B eih o n g  to  address th e  C h inese  
U n iv ersity  o f  A rt, th e  art school th a t C hen  B aoyi founded . X u  B e ih o n g  m ad e  tw o 
speeches there; one w as on  31 M arch  and  the o ther on  4  A p ril.552 In  la te r A pril, 
X u B e ih o n g  w as appo in ted  the  p ro fesso r o f  W estern  p a in tin g  at th e  C h inese  
U n iv e rs ity  o f  A rt.
A lth o u g h  X u  B eih o n g  le ft S hanghai fo r Paris as early  as la te  A pril, his 
rep u ta tio n  w as estab lish ed  and h e  con tinued  to p artic ip a te  in  a rtis tic  activ ities in 
Shanghai. H is w orks w ere  on d isp lay  a t the exh ib ition  o f  the  C h in ese  U n iversity  
o f  A rt, w h ich  w as h e ld  in  the w in te r o f 1926. Shenbao  rep o rted  th a t there  w ere 
over a th o u san d  p ieces o f  w ork  on d isp lay  at the  exh ib ition , in c lu d in g  tho se  by 
such  co n tem p o rary  m asters as L i Shu tong , Z hang  Y uguang, W u C hangshuo  and 
X u B eihong , e tc .563 X u B e ih o n g  w as seen as be ing  as p ro m in en t as those  w ho 
had  been  ac tive  in  the S hanghai art w orld  m uch  lo n g er than  h im . In  S ep tem b er 
1927, soon  after h e  re tu n ed  to C h ina perm anently , X u B e ih o n g  p a rtic ip a ted  in  the 
la rge-sca le  A sso c ia ted  A rt E xh ib itio n  (M eishu  lianhe zh a n la n h u i J lllC
561 Lang Jingshan was one of the most prominent figures in the course of Chinese art 
photography. He was famous for using the photographic montage to create the poetic images in 
traditional Chinese landscape painting. On Lang Jingshan, see Danzker, Shanghai Modern 
1919-1945, pp. 154-171. Zhou Shoujuan was a renowned writer of the romantic Mandarin Ducks 
and Butterflies School. See Chen Jianhua ‘Love Stories and Mandarin Ducks and
Butterflies Fiction’, in Joshua Mostow ed., The Columbia Companion to M odem  East Asian  
Literature (New York, 2003), pp. 355-363.
562 Wang, Ershi shiji Shanghai meishu nianbiao, pp. 189-190.
563 Wang, Ershi shiji Shanghai meishu nianbiao, p. 207.
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Hf) w h ich  w as o rg an ised  by  the  C h inese  U n iv ersity  o f  A rt and  th e  D aw n  Society  
o f  F ine  A rts . T h e  exh ib ito rs  inc luded  Z hang  Y uguang, N i Y ide and  D in g  
Y anyong (T ttjJ ff f , 1902-1978), w ho  w ere  fam ous fo r the ir a tta in m en ts  in 
W estern  art. T h is  ex h ib itio n  w as so p o p u la r that its ex h ib itio n  p e rio d  w as 
ex ten d ed  and  it drew  m any  avan t-garde  w riters as w ell, such  as X iao  X unm ei 
and Yu D a fu .564 B esides partic ip a tin g  in  exh ib itions, X u  B e ih o n g  w as 
im m ed ia te ly  ap p o in ted  to lectu resh ips at several art schoo ls w hen  h e  re tu rn ed  to 
S hanghai in  S ep tem b er 1927. H e re tu rned  to the C h inese  U n iv e rs ity  o f  A rt to 
teach  W estern  p a in tin g  and  theory. In  addition , he w as in v ited  by  T ian  H an  to 
teach  at the  S h an g h a i U n iv ersity  o f  A rt.565 L ater on, X u  B e ih o n g  jo in e d  T ian 
H an  to  es tab lish  th e  S ou th  C h ina  A rt A cadem y, and soon  to o k  p ro fesso rsh ip  at 
the art facu lty  o f  the  C en tra l U niversity , w h ich  becam e one  o f  th e  m o st 
p restig ious a rt in stitu tio n s in the cou rse  o f  m odern  art ed u ca tio n  in  C hina.
X u  B e ih o n g ’s rig o ro u s tra in ing  in  W estern  rea lism , b ro u g h t to  p u b lic  
atten tion  by  the  ex p o su re  g iven  to  his w orks in  the  press, q u ick ly  tu rn ed  h im  in to  
a new  sta r in  th e  S hanghai art w orld. E ven  so, it shou ld  be h is  en try  in to  the 
ex h ib itio n  and  ed u ca tio n  areas, s ign ifican t strands in  the  fine  art rea lm , tha t m ade 
X u B e ih o n g  an in flu en tia l figure  in C h in a ’s art field . X u  B e ih o n g ’s solo  
ex h ib ition  o f  h is d raw ings and o ils during  his re tu rned  trip  in  1926 m arked  a 
dep artu re  from  the com m erc ia l taste  o f  his earlie r w a te rco lo u r p a in tings. H is 
p ro fic ien cy  in  W estern  draw ing  and oil sk ills  endorsed  h is new  id en tity  as an 
acco m p lish ed  artis t ra th e r than  a com m ercia l painter. M o re  im portan tly , this new  
iden tity  p ro v id ed  X u  B eih o n g  w ith  fu ll access to  art in stitu tes w h ere  he co u ld  pu t 
his artistic  p h ilo so p h y  in to  p rac tice  and hav e  a lo u d er vo ice  w ith  re sp ec t to the 
d irec tion  o f  m o d e m  C h in ese  pain ting . A fte r se ttling  dow n  in  C h in a  again  in  1927,
564 Wang, Ershi shiji Shanghai meishu nianbiao, p. 228.
565 Xu and Jin, Xu Beihong nianpu, p. 44.
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X u B e ih o n g  w as firs t inv ited  by  C hen  B aoy i to teach  W estern  p a in tin g  at the 
C h inese  U n iv e rs ity  o f  A rt. A s d iscussed  in  C hap te r 3.3, C hen  B aoy i w as am ong 
the ea rlie s t to p ro m o te  d raw in g  from  natu re  in  S hanghai in  th e  1910s. L ater, in 
1921 w hen  h e  re tu rn ed  to S hanghai after his stud ies in  Japan , C hen  B aoyi 
founded  an o il s tud io  and  also  pub lish ed  a boo k  on how  to  p a in t in  o ils, Youhuafa  
zh i j ic h u  ('/illSI:' / £ ,  ‘E lem en tary  T echniques o f O il P a in tin g ’) in 1926 .566 
C hen  B a o y i’s p reo ccu p a tio n  w ith  in troducing  a tra in ing  p ro g ram m e c lo ser to  that 
fo llo w ed  in  W estern  academ ies m ade the C h inese U n iv ersity  o f  A rt, o f  w h ich  he 
w as a fo u n d in g  organiser, an avan t-garde  schoo l in  S hanghai in  th e  1920s. T he 
p iv o t p o in ts  in  the  cu rricu lum  at the C h inese  U n iversity  o f  A rt w ere  charcoal 
d raw ing  and  oil pa in tin g , m ark ing  a new  stage  o f  W estern  art lea rn in g  in  C hina, 
departin g  fro m  the  p rev io u s phase  w hich  had  focused  on  w aterco lour, pencil 
d raw in g  and  im ita tio n .557 L ife  d raw ing , charcoal d raw ing  and  oil p a in tin g  
b ecam e the  co re  sub jec ts  o f  lea rn in g  p a in tin g  at the new  a it in s titu te s , su ch  as the 
N a tiona l H an g zh o u  A cad em y  o f  A rt (H angzhou  guo li y ish u yu a n  
l^c, la te r k n o w n  as the C h in a  A cad em y  o f  A rt), h eaded  b y  L in  F en g m ian , and  the 
A rt D ep artm en t o f  the N a tiona l C en tral U niversity , w hich  w as u n d e r X u 
B e ih o n g ’s lead e rsh ip .568 T he new  and in fluen tia l art in stitu tes in  th e  la te  1920s 
w ere  la rge ly  gov ern m en t-fu n d ed  and d irec ted  by  art studen ts re tu rn in g  from  
E urope, and  th ey  fo llo w ed  a cu rricu lum  m odelled  on F ren ch  art academ ies. T hey 
m arked  a new  age in  the  sp read  o f  W estern  art in  C h ina, th a t is, th e  earlie r 
Jap an ese  m odel o f W estern  lea rn ing  w as rep laced  b y  a m o re  au then tic  and 
au th o rita tiv e  one. C h in ese  studen ts w ere  ab le  to lea rn  abou t W estern  p a in tin g  as 
c lo se ly  as p o ss ib le  to  its orig ins.
566 Li, Zhongguo bainian youhuashi, pp. 72-73,
557 Chen, ‘Yanghua yundong guocheng lueji’, pp. 119-120.
568 Wu Guanzhong d3, Wu Fu Danqing ‘I Fall Short of Painting’s Expectations’
(Beijing, 2004), p. 5.
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In  th is n ew  age, X u B eihong  m ade m any  sign ifican t con trib u tio n s. H e 
p u b lish ed  ca ta lo g u es on  his ow n oils and draw ings, and a lso  those  o f  F ren ch  
m asters, such  as P ru d ’h o n .569 H e also  m oun ted  severa l ex h ib itio n s d isp lay ing  
p a in tings, in c lu d in g  his ow n, w hich  d irec tly  em ployed  the p ic to ria l language  o f 
E u ro p ean  art. M o re  im portan tly , u n d er his leadersh ip , the  A rt D ep artm en t o f  the 
N a tio n a l C en tra l U n iv e rs ity  becam e  a sign ifican t in stitu te  in  C h in a  w h ich  loyally  
tran sp lan ted  th e  e thos o f  the  F rench  art academ y. I t fea tu red  r ig o ro u s tra in ing  in 
d raw ing , and to  th is end  it w as equ ipped  w ith  several c lassroom s fo r life  draw ing , 
and  he  o rd e red  p las te r-cas t copies o f  m asterp ieces from  F ran ce .570 In 1935, X u 
B eih o n g  w en t fu rther b y  u n ify ing  the  U n iv e rs ity ’s W estern  p a in tin g  g roup  and 
C h inese  p a in tin g  g roup  in to  one sing le  ‘p a in tin g ’ (huihuci ! # S I )  section . T h is 
com b in a tio n  re flec ted  the  fac t th a t the d isputes over the d iffe rences betw een  
W estern  and  C h in ese  pa in tings in  term s o f  the ir m ethods and  va lues w h ich  w ere 
pe rv asiv e  in  the  1910s in  C h ina w ere  at last d raw ing  to an end. In  the firs t few  
decades o f  the  tw en tie th  century, life  d raw ing  w as the essen tia l tra in in g  generally  
on ly  fo r W estern  pa in tin g ; w hereas C h inese  pain ting  fea tu red  d raw in g  fro m  
natu re  and  im ita tion . A lth o u g h  d raw ing  from  natu re  w as also  in c lu d ed  in the 
C h inese  p a in tin g  cu rricu lum , it em ployed  d ifferen t p rac tices fro m  th o se  o f 
W estern  p a in ting . W h ile  the  la tte r em phasised  the fa ith fu l ren d erin g  o f  the 
appearance  o f  d e ta ils  o f  the  reality , d raw ing  from  natu re  in  C h in ese  p a in tin g  
m ean t rep resen tin g  p a in te rs ’ ow n reflec tions and ph ilo so p h ies  tow ard s natu re  
and  tow ards ho w  the p rev ious m asters had  used  C hinese b ru sh es to  p a in t
571 ■ • *nature. F o r C h in ese  pain ting , d raw ing  from  natu re  w as th e re fo re  a p rac tice
569 Xu and Jin, Xu Beihong nianpu, pp. 32 & 40.
570 Li, Zhongguo bainion youhuashi, pp. 107-108.
571 Wu Jialing i?y|f|§§, Qingmo mingchu de huihua jiaoyu  yu huajia Th
‘Art Education and Painters of the Late Qing and Early Republican Period’ (Taipei, 2006), pp. 
225-229.
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la rgely  d e riv ed  fro m  im ita tion  and le isu re , in stead  o f  a tech n iq u e  ro o ted  in  
v e risim ilitude . T h e  cu rricu lu m  o f  the N ational S chool o f  F ine  A rt, th e  first 
n a tio n a l art schoo l in  C h ina , dem onstra ted  these  d ifferen t p rac tices  fo r  learn ing  
C h inese  and  W estern  pain tings. M oreover, the C h inese  p a in tin g  p rac tices  w ere 
also essen tia l fo r s tuden ts m ajo ring  in  o ther subjects, such  as c ra ft and  design , 
and  p a in tin g  and  h an d icraft.572 B y  com parison , X u B e ih o n g ’s em phasis  on  life  
d raw ing  and  h is m erg in g  o f  the C h inese  and W estern  g roups th e re fo re  show ed  
h is in ten tio n  to  reverse  th e  d om inance  o f  C h inese  p a in tin g  p rac tices  at art 
schoo ls and to m ake  d raw ing  and  rea lism  essen tia l fo r C h in ese  p a in tin g  as w ell. 
T h e  A rt D ep artm en t o f  the  N a tiona l C en tral U n iv ersity  b ecam e  X u  B e ih o n g ’s 
g rea test sou rce  o f  support, a llow ing  h im  to carry  o u t h is a rtis tic  id ea ls  and  
asp ira tions. It w as the  fo rtress o f  rea lism  in  C hina, and tra ined  up  a n u m b er o f  
accom plished  rea lis t p a in te rs, such  as Jiang  Z haohe 1904-1986),
A  (W u Z u oren , 908 -1997) and L u S ibai O K ffjlf*  1905-1973), to  nam e b u t a 
few. T h ey  p lay ed  a dec isive  ro le in  con tinu ing  X u B e ih o n g ’s a rtis tic  though ts 
and  in  b rid g in g  A cad em ic  R ea lism  and S ocial R ea lism  in  th e  seco n d  h a lf  o f 
tw en tie th -cen tu ry  C h in a .573 X u B e ih o n g ’s con tribu tions in  ro o tin g  rea lism  in the 
soil o f  C h in ese  art th ro u g h  educa tion  led  to his god-like  sta tus and  has o ften  
ov ersh ad o w ed  h is  endeavours in  his artistic  creation.
B y  v irtu e  o f  his F ren ch  academ ic  tra in ing , X u B e ih o n g  su ccessfu lly  w on  a 
rep u ta tio n  as an  acco m p lish ed  W estern ised  artist. M oreover, th ro u g h  the m ass 
m ed ia , X u  B e ih o n g  w as qu ick ly  th rust in to  the lim elig h t in  C h in a ’s art w orld . 
M eanw hile , the  flo u rish in g  o f  art associa tions, schoo ls, exh ib itio n s, and 
pu b lica tio n s d em o n stra ted  the w ays in  w hich  fine art fie ld  reach ed  m atu rity  in
572 Wu, Qingmo mingchu de luiihua jiaoyu yu huajia, pp. 123-128.
573 On Social Realism and twentieth-century Chinese art, see Julia Andrews, Painters and  
Politics in the P eop le’s Republic o f  China, 1949-1979 (Berkeley, Los Angeles and London,
1994).
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the  1920s. A rtis ts  w ho  w o n  th e ir repu ta tion  on  the  g round  o f  th e ir a tta inm en ts in 
W estern  art in  the  1920s m o stly  s tud ied  art abroad, artists su ch  as X u B eihong, 
L in  F en g m ian , P an g  X u n q in  and  N i Y ide, to  nam e b u t a few . T h ey  deve loped  
p e rso n a l a rtis tic  sty les m od elled  on  d ifferen t W estern  art schoo ls. T h erefo re , they  
con trib u ted  to the d ivers ity  o f  W estern  art in  C h ina  in the 1920s. W ith  the 
gradual p o p u la rity  o f  W estern  m o d ern is t art am ong the re tu rn ed  artis ts  and  the 
C h inese  aud ience , h o w  to  assure  h is m odern  im age and  in flu en ce  in  the art w orld  
seem in g ly  b ecam e  a ch a llen g e  fo r X u B eihong  soon  after h e  su ccessfu lly  en tered  
the S h an g h ai art w orld  in the 1920s. In the firs t N a tiona l A rt E x h ib itio n , w hich  
w as h e ld  in  S hanghai in  1929, X u  B eihong  desp ised  the  fo re ru n n ers  o f  
m odern ism , such  as M anet, C ezanne, M atisse , and likened  the  p o p u la rity  o f  the ir 
art in  C h in a  to  the add ic tion  to o p ium .574 X u B e ih o n g ’s b itte r  a ttack  on  the 
m odern ists  rev ea led  h is anx ie ty  tow ards the  gradual d o m in an ce  o f  W estern  
m o d ern is t art in  S h an g h a i’s art w orld , and h is asp ira tions to  sp ec ify  h is p o sition  
in  the art fie ld  by  d istin g u ish in g  his rea lis t iden tity  from  the am biguous m odern  
and av an t-garde  im age.
574 Xu, ‘Huo\pp. 131-133.
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Chapter 5 The Appropriation of Realism -  
The First National Art Exhibition of 1929
5.1 Nationalist Discourses
T h e  firs t N a tio n a l A rt E xh ib itio n  w as held  at the X in p u yu  au d ito riu m  ($ r  
W 'S ')  in  S h an g h a i fro m  14 to 30 A pril 192 9 575 It w as c la im ed  th a t this 
ex h ib itio n  h ad  d isp lay ed  ten  thousand  w orks and a ttrac ted  one h u n d red  thousand  
sp ec ta to rs .576 T h e  exh ib itio n  consisted  o f  e ig h t sections. T he  firs t sec tion  
fea tu red  C h in ese  p a in tin g  and calligraphy, in  w h ich  1231 in d iv id u a l w orks w ere 
d isp layed ; the  second  sec tion  ex h ib ited  75 w orks, inc lu d in g  a rte fac ts  re la ted  to 
seal cu ttin g  as w ell as in scrip tions o f  C h inese  ancien t b ronze  and stone  tab lets; 
the  th ird  ex h ib ited  345 item s o f  W estern -sty le  pain ting ; the fo u rth  con sis ted  o f 57 
p ieces o f  scu lp tu re ; the  fifth  sec tion  fea tu red  arch itectu re , d isp lay in g  34  item s 
in c lu d in g  b luep rin ts , p ic tu res  and m odels; the  six th  show ed  280  p ieces  o f  crafts; 
the seven th  d isp lay ed  229  pho tographs. A ll seven  o f  these  sec tions d isp lay ed  the 
w orks o f  co n tem p o ra ry  C h inese  artis ts .577 T h e  various ca tego ries o f  the 
ex h ib ition , fro m  the  W estern  scu lp tu res to  the trad itional C h in ese  arts o f  seal 
cu tting  and  callig raphy , d em onstra ted  tha t the loan  term  m eishu  h ad  deve loped  
m atu re ly  in  C h in a  in  th e  la te  1920s. In add ition  to the  co n tem p o ra ry  part, the  
e igh th  sec tio n  o f  th e  exh ib itio n  co nsisted  o f  tw o categories: fo re ig n  a it and 
anc ien t C h in ese  pain ting . T he fo re ign  art sec tion  fea tu red  Jap an ese  p a in tings, in 
pa rticu la rly  tho se  ex ecu ted  in  the  W estern  m anner. T he anc ien t C h in ese  p a in ting
575 Wang Yulu EE HIES and Chen Huijuan eds, Zhonghua minguo quanguo meishu
zhanlanhui gailan 1929-2005 d3 '12' 1929-2005, ‘An Overview of the 
National Art Exhibitions of the Republic of China 1929-2005’ (Taipei, 2006), Vol. I, p. 23.
575 Meng ShouzhuangigJIJl#, ‘Gongxian’ ‘Contributions’, Meiz.hon HM, 10 (1929), p. 1.
577 Wang and Chen, Zhonghua minguo quanguo meishu zhanlanhui gailan 1929-2005, Vol. I, p. 
27. A detailed list of artists and works in the exhibition, see its catalogue, Meizhan tekan 
TJ, ‘Special Issue for the National Art Exhibition’, 2 vols (Shanghai, 1929). The participating 
artists and works in the National Art Exhibitions from 1929 until now can be found on the 
website http://ed.arte. sov.tw/nae/index. aspx.
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section  co m p rised  tw o subjects: w orks dating  from  b efo re  the  la te  
n ine teen th -cen tu ry , as w ell as a posthum ous exh ib itio n  o f  w orks by  the  fam ed  
artists in  the trad itio n a l C h inese  pain ting  w orld  o f  the m odern  era , such  as C hen  
S h izeng , J in  C heng  and  W u C hangshuo  (Fig. 142). T h e  an c ien t C h in ese  pain ting  
sec tion  show ed  thousan d s o f  w orks and  thus its sca le  w as the  la rg es t in  the  
exh ib ition . T he  sheer n u m b er o f  w orks to be show n  w as so  su b stan tia l th a t its 
con ten t ch an g ed  a lm ost everyday .578 M oreover, the  p rice  o f  a tick e t to th is part 
o f  the  ex h ib itio n  w as tw ice  the p rice  o f  o ne fo r the  co n tem p o ra ry  p a r t.579 T he 
ancien t C h in ese  p a in tin g  seem s to h av e  d raw n the m ost a tten tio n  fro m  the 
audience. Its p o p u la rity  re flec ted  an  in te resting  p h enom enon , su g g estin g  th a t the 
m ark e t fo r  trad itio n a l C h inese  p a in tin g  w as still b ig g er than  th a t fo r 
co n tem p o ra ry  and  W estern  w orks, a lthough  the W estern ised  art f ie ld  o f  the 
R ep u b lican  e ra  had  estab lish ed  itse lf  g radually  abou t tw o decades earlier, as 
d iscu ssed  in  C h ap te r 3. T h is  N ational A rt E xh ib ition , w hich  w as m ou n ted  by  the 
E du ca tio n  M inistry , d em o n stra ted  that art w as o ffic ia lly  reco g n ised  as a 
leg itim ate  and  essen tia l com ponen t o f  C h in a ’s national and  cu ltu ra l s tructure . 
M en g  S ho u zh u an g , the  E du ca tio n  M in istry  offic ia l w ho w as in  charge  o f  the 
exh ib itio n , s ta ted  th a t art w as the b est fo rm  b y  w hich  to  rep resen t the  dep th  o f  a 
n a tio n ’s cu ltu re . A lt, h e  c la im ed , cou ld  add g lo ry  to C h ina  and  co u ld  enable  
C h ina  to  co m p e te  w ith  E urope, A m erica  and Japan .580 T h e  lu re  o f  trad itiona l 
C h inese  p a in tin g  thus estab lish ed  itse lf  as p lay ing  a sign ifican t ro le  in the
578 Li Yuyi —, ‘Jiaoyubu quanguo meishu zhanlanhui canguanji (I)’ ^rT r I[hSIvSW'$B<
'), ‘A Report of My Visit to the National Art Exhibition Held by the Ministry of 
Education: I’, Funii 15.7 (1929), pp. 2-7 (p. 5).
579 Yen Chuan-ying, ‘Guanfang meishu wenhua kongjian de bijiao -  1927 nian Taiwan meishu 
zhanlanhui yu 1929 nian Shanghai quanguo meishu zhanlanhui’ FT2 7 [r] tijik: -  
1927 MSEt!-14 1929 h j t k f e H I M ‘If tiT, ‘A Comparative Study in the Official
Dimension of Fine Art -  The Taiwan Fine Ait Exhibition of 1927 and the Shanghai National Fine 
Art Exhibition of 1929’, Zhongyang yanjiuyuan lishi yuyan yanjiusuo jikan 1:|:!
m 73.4 (2002), pp. 625-683 (p. 651).
sso Meng, ‘Gongxian’, p. 1.
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na tio n a lis t m iss io n  w h ich  the governm en t had  assigned  to art. T h e  p e rs is ten t 
charm  and  p o w er o f  trad itiona l C h inese  pa in ting  in  the tw en tie th  cen tury , in 
particular' in  the  lig h t o f  na tionalism , m ay  hav e  con trib u ted  to  X u  B e ih o n g  and
CD 1
o ther W este rn -sty le  pa in te rs  tu rn in g  to in k  pain tin g  in  th e ir  la te r careers.
X u B e ih o n g  w as a m em ber o f  the  com m ittee  o f  the N a tio n a l A rt 
E x h ib itio n .582 A fte r h e  m oved  back  to C h ina in  the la te  1920s, it seem ed  that he 
qu ick ly  b ecam e  a new  sta r in  C h in a ’s art w orld  w ith  his acco m p lish m en ts  in 
W estern  academ ic  rea lism , as d iscussed  in  C hap ter 4. X u B e ih o n g  successfu lly  
estab lish ed  h is  im ag e  as a m odern , accom plished  and  W este rn -sty le  pain ter. H e 
w as then  ap p o in ted  to  p o sts  as d irec to r o r p ro fesso r at several art schoo ls, such  as 
p ro fesso r o f  th e  C h in ese  U n iv ersity  o f  A rt, the  S ou th  C h in a  A rt A cadem y, and 
the A rt F acu lty  o f  the  N a tio n a l C en tral U niversity , and d irec to r o f  the N ational 
B eijing  A rt C o lleg e .583 T h rough  several channels, such as in stitu tio n s, 
exh ib itions, and  p u b lish ing , X u  B eihong  rap id ly  assum ed  an  ac tive  and 
in flu en tia l ro le  in  C h in a ’s art fie ld  after his re tu rn  from  E urope. A s a com m ittee  
m em ber, X u  B e ih o n g  also  p u b lish ed  a leng thy  article, en titled  ‘D o u b ts ’ in  the 
fifth  issu e  o f  M eizh a n  (H H I , ‘A rt E x h ib itio n ’), a special p u b lica tio n  
acco m p an y in g  the  exh ib ition , in  w h ich  he p ra ised  the N a tio n a l A rt E xh ib itio n  in
the fo llo w in g  item s:
A n  art ex h ib itio n  is be ing  he ld  fo r the  firs t tim e in  C hina. It is a 
n o tew o rth y  and  en co u rag in g  even t tha t deserves co n g ra tu la tions.
W h a t deserves th e  h ig h est p ra ise , how ever, is th e  ex c lu s io n  o f  
such  sham eless w orks as those  by  C ezanne, M atisse  and  [P ierre]
B o n n ard  [1867-1949] (excep t fo r a coup le  o f  p ieces d isp lay ed  as 
re fe ren ces) (F ig . 143).
581 Eugene Wang analysed Xu Beihong’s later turn to traditional Chinese painting in the light of 
the political, nationalist, and global context. See Wang, ‘Sketch Conceptualism as Modernist 
Contingency’, pp. 127-139.
582 The committee members included Li Yishi, Lin Fengmian, Liu Haisu and Xu Zhimo, to name 
but a few. Wang, Ershi shiji Shanghai meishu nianbiao, pp. 250-251.
583 Wang, Xu Beihong nianpu changbian, pp. 40-85.
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In  the la te r  p a r t o f the  sam e article, X u B e ih o n g  ex p la in ed  h is d en ig ra tio n  o f  the
above-m en tio n ed  pain te rs  o f  m o d em  art. H e argued:
D esp ite  all th e ir in iqu ities , the  vu lgar M anet, the b o o rish  R enoir, 
the  tu rg id  C ezanne, and  the in ferio r M atisse  have  still m anaged , 
w ith  the h e lp  o f  art d ea le rs’ m an ip u la tio n  and public ity , to  b eco m e 
the sensa tions o f  th e ir tim e, recogn ised  and  h eeded  b y  th e  genera l 
pub lic . S ince  W orld  W ar I, E u rope  has w itnessed  a sh iftin g  
m entality . T h e  d ign ity  o f  the fine  arts has been  eroded , w h ile  
vu lg ar fash io n s h av e  becom e ch ic  trends. Fortunate ly , all the 
m aste rp ieces  are w ell p reserved , a llow ing  us to  v iew  the ab so lu te  
v irtue  o f  the  m asters  o f  the  past. A s o f  today, the  co m p e titio n  fo r 
su rv iva l h ad  b eco m e in creasing ly  fierce , leav ing  little  tim e  fo r 
p ro fo u n d  exp lo ra tion . T h is is ra ther a transien t p h en o m en o n  not 
pa rt o f  th e  no rm al course  o f  evo lu tion . If  w e a ttem p t to  m odel 
ou rse lves on  depravity , w e are no  d ifferen t from  th e  W esterners 
w ho a ttem p t to  d issem ina te  C h inese  scho lastic  th o u g h t in  E u ro p e  
ju s t  by  s tu d y in g  the b o oks o f  Dr. Z hang  Jingsh en g  [1889-1970] 
w ith o u t de lv in g  in to  the  h isto ry  o f  the  T hree  K ings and th e  F ive  
E m p ero rs , o r p ro b in g  the  m inu tiae  o f  H uang  H u iru ’s sto ry  as a 
m eans o f  m ask in g  th e ir  u tter bew ilderm ent. Is th is no t, indeed , 
rid icu lo u s?
. . .  I f  the  rev o lu tio n ary  governm en t o f  C h ina w o u ld  app ly  its 
h eav en ly -en d o w ed  resou rcefu lness to  the c rea tion  o f  a g rea t 
stra teg y  to  reveal its no tab le  fo resigh t, it co u ld  im p o se  a 
ten -m illio n -d o lla r levy  on op ium  and gam bling  th a t co u ld  fund  
the co n stru c tio n  o f  an im p o sin g  art m useum , w here  w orks o f  
C ezan n e  and M atisse  cou ld  b e  co llec ted  at a cost o f  th ree  to  five  
th o u san d  do llars p e r  p iece  and  p acked  in to  ten  large ro o m s (these 
artists can  p ro d u ce  tw o p ieces w ith in  an hour). F o r the  sak e  o f  
p rese rv in g  the p e o p le ’s m oney, th is w ould  be no b e tte r than  
p u rch asin g  m o rp h in e  and  h e ro in  in  transit. P ersonally , I  w ould  
ra th e r liv e  sec lu d ed  and  long -ha ired  in  the  m oun ta in s th an  see  any 
m o re  o f  th ese  d esp icab le , m udd le-headed , dark  and  co rru p ted
584 Xu, ‘Huo’, p. 131. For a complete English translation of this article, see Danzker, Shanghai 
M odem  1919-1945, pp. 373-374.
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Xu Beihong evaluated the artists of modem art in the light of nationalism by
com paring  th e ir w orks to  drugs, reca lling  the large im p o rt o f  o p iu m  in  the la ter 
Q ing  dynasty , w h ich  w as the key  to  C h in a ’s decline  in  n a tiona l p o w er and spirit. 
X u B eih o n g  o p p o sed  th e  c ircu la tion  o f  W estern  m o d ern  art in  C h ina  on  the 
g round  o f  its c lo se  re la tio n sh ip  w ith  com m ercia l ac tiv ities and  p o p u la r  culture.
H e d en o u n ced  m odern  art on the grounds tha t its vu lgar ten d en c ies  had  
destroyed  the g reat trad itions o f  W estern  art. To fac ilita te  C h in ese  re a d e rs ’ 
u n d erstan d in g , X u  B e ih o n g  com pared  the a fo rem en tioned  m o d e rn  artis ts  to  
Z hang  J in g sh en g  and  H uang  H uiru . Z hang  J ingsheng  s tud ied  p h ilo so p h y  in  
F ran ce  u n d e r the w o rk -stu d y  schem e from  1912-1919. H e w as aw ard ed  a 
d oc to ra te  by  L yons U n iv ersity  fo r his thesis on Jean -Jacques R o u sseau  
(1712-1778), the F ren ch  in fluen tia l th inker o f  the E n lig h ten m en t p eriod . H e was 
also the firs t tran sla to r o f  R o u sseau ’s L es C on fessions  in  C hina . B u t it w as the 
p u b lica tio n  o f  X in g sh i CfrfiStj, ‘H isto ry  o f  S e x ’) in  1926 th a t tu rn ed  h im  in to  a
585 Xu, ‘Huo’, pp. 132-133.
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sensation . T h is b o o k  w as a com pila tion  o f  several sto ries w h ich  w ere  se lected  
fro m  h u ndreds o f  sex u a l experiences con tribu ted  by  the p u b lic .586 T he  b o o k  
b ro u g h t Z h an g  J in g sh en g  no to rious fam e, a lthough  his co n trib u tio n s w ere 
g radua lly  re -ev a lu a ted  in  la te r sch o larsh ip .587 H uang  H u iru  cam e fro m  a rich  
fam ily. G ossip  ab o u t h e r rom ance  w ith  h er fam ily ’s se rv an t w as w idely  
c ircu la ted  in  S hanghai. A  c igare tte  b rand  w as even  nam ed  a fte r h e r  and becam e 
p o p u la r in  th e  m ark e t.588 X u  B eihong  argued  tha t the  stories o f  Z h an g  Jingsh en g  
and H u an g  H u iru  re flec ted  the vu lgar and m en ta lly  sick  aspects o f  C h inese  
society, and thus the ir p o p u la rity  w ou ld  th rea ten  the m ag n ificen t o rth o d o x y  o f 
C h inese  cu ltu re . A s a consequence , i f  the ir w orks w ere c ircu la ted  in  the  W est, 
they  w o u ld  m islead  W este rn e rs’ percep tion  o f  C h inese cu ltu re  in  th e  sam e  w ay 
th a t W estern  m o d ern  art had  m isled  C hinese  percep tions. X u  B e ih o n g  fu rth er 
a rgued  th a t the  v irtu e  o f  trad itiona l C h inese  art lay  in its la c k  o f  com m erc ia l 
p u rp o se  in  p u rsu it o f  transcenden t beau ty  in  art.589 To p ro tec t C h in ese  art from  
being  ta in ted  b y  com m erce , X u B eihong  thus ra ised  a s tro n g  ob jec tio n  to the 
in tro d u c tio n  o f  W estern  m odern  art in  C hina.
X u B e ih o n g  evaluated  W estern  art in term s o f the w elfare  o f  C h inese  art, 
dem o n stra tin g  an  an x ie ty  abou t C h in a ’s fu tu re  w hich  w as p e rv as iv e  in  the 
lite ra tu re  and  art o f  early  tw en tie th -cen tu ry  C hina. T his ‘obsessio n  w ith  C h in a ’, 
as C.T. H sia  te rm ed  it, d rove  C hinese  in te llec tuals to  search  fo r a re so lu tio n  to 
na tiona l crises w h ich  h ad  been  caused  b y  C h in a ’s defeats in  h e r  enco u n ters  w ith
Zhang Jingsheng, Xingshi 1926 filial 1926 (Taipei, 2005).
587 Peng Xiaoyan ‘Xingqimeng yu ziwo jiefang: Xingboshi Zhang Jingsheng yu Wusi de
seyu xiaoshuo* W 0W M  S W M f r  '■ ‘The Enlightenment of
Sex and Self-Liberation: Dr Zhang Jingsheng and the Sexual Novels of the May Fourth), 
Dangdai 76 (1992), pp. 32-49.
588 The story of Huang Huiru can be read on the website: 
http://past.tianjindaily.com.cn/docroot/200205/09/xb01/09432702.htm. and 
http://past.tianjindailv.com.cn/docroot/200205/10/xb01/10292702.htm.
589 Xu. ‘Huo’, pp. 133-134.
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th e  W est after th e  m id -n in e teen th  cen tury .590 T he  reso lu tio n  n o t on ly  in troduced  
a series o f  co n cre te  re fo rm s in  m ilita ry  and  education  p rac tices  in  the  lig h t o f  
W estern  m o d els , b u t also  led  to th e  concep tion  o f  a  rh e to rica l re fram in g  o f  
C hinese  cu ltu re  in  a g lobal contex t. A s e labo ra ted  in  the  p rev io u s chap ters, the 
p ro -W estern  cam p  in  art advocated  re fo rm ing  C h inese  art w ith  W estern  rea lis tic  
sk ills ; w h ile  the trad itiona l s ide drew  on  the abstract tendencies in  W estern  
m o d ern  art to re -a ffirm  th e  value o f  C h inese  pain ting . A lth o u g h  the  d iffe ren t 
cam ps p a rted  on  th e ir  a ttitudes to  refo rm in g  or p reserv in g  C h in ese  trad itions, 
they  converged  on  th e ir  strong  natio n a lis t m ission  to e levate  the  sta tus o f  
C h inese  art in  th e  w orld . T h is na tiona list a ttitude  tow ards the fu tu re  o f  C h inese 
art n o t o n ly  co n tin u ed  in  X u  B e ih o n g ’s artistic  thoughts afte r h e  re tu rn ed  from  
E urope, b u t w as still rife  in  the N ational A rt E xh ib ition .
T h e  n a tio n a lis t p e rsp ec tiv e  in  M eng  S h o u zh u an g ’s artic le , b y  w h ich  art w as 
expec ted  to  rep resen t na tional ch a rac ter and streng then  na tio n a l pow er, w as 
echoed  in  o th e r repo rts  and  artic les abou t the exh ib ition . In  an  a rtic le  en titled  
Q uanguo  m eizh a n  suo fu  de sh im ing  ‘T h e  M issio n  o f the
N ationa l A rt E x h ib itio n ’), the  exh ib ition  w as assigned  to  p ro jec t the  g rea t 
na tiona l sp irit o f  C hina. T he  au thor X u Sh iq i (f^FdrlJC, 1901-1993), w ho stud ied  
W estern  p a in tin g  in  the S hanghai A rt A cadem y, c la im ed  th a t the  art exh ib ition  
w ou ld  lay  the  fo u n d atio n  fo r a C h inese  R enaissance  m o v em en t.591 Z h en g  Taixi 
in  an  a rtic le  to  call fo r pain tings stated  th a t the art ex h ib itio n  w as an 
im p o rtan t m eans to show  to the w orld  our g rea t cu ltu re  and b y  w h ich  to  elevate  
ou r n a tio n ’s status. H e also  stressed  tha t W estern  art o rig in a ted  in Italy, w hile
590 Hsia, ‘Obsession with China’, p. 536.
591 Xu Shiqi, ‘Quanguo meizhan suofu de shiming’, Meizhen 6 (1929), p. 7. Xu Shiqi first 
studied ait at the Shanghai Art Academy. He went to study art in Paris in the 1930s. Later, he 
established his reputation as a traditional Chinese painter. See Yun, Minguo shuhuajici huizhuan, 
p. 215,
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O rien ta l art b eg an  in  C hina. H ence , con tem porary  C h in ese  artis ts  sh o u ld  take the
592re sp o n sib ility  o f  re ju v en a tin g  the sign ificance  o f  C h inese  art in  th e  w orld .
T h is co m p ariso n  b e tw een  C h inese  art and the art o f  the  Ita lian  R en a issan ce  w as a 
consensus am ong  re fo rm -m in d ed  in te llec tuals, in c lud ing  K an g  Y ouw ei, C ai 
Y uanpei and  C h en  D ux iu , as d iscussed  in  C hap te r 2 .4 . T h is com p ara tiv e  
p e rsp ec tiv e  w as v e ry  obv ious in  the  N ational A rt E x h ib ition . A n o th e r com m ittee  
m em ber, L in  F en g m ian , w ho  w as appo in ted  by  C ai Y uanpei as th e  adm in istra to r 
o f  the  A rt E d u ca tio n  C ouncil o f  the E ducation  M in is try  and  as the  m ain  
o rgan izer o f  the  N atio n a l A rt E xh ib ition , dem onstra ted  h is h ig h  h o p es  fo r art by  
p ro c la im in g  th a t “art shou ld  take  the p rim ary  position  in  th e  C h inese  
R en a issan ce  ju s t  as it d id  in  the  Ita lian  R en aissan ce” in  the  sta tem en t ‘A  L etter to 
the  N a tio n a l A lt  F ie ld ’ in  1927.593 In th is s ta tem ent, L in  F en g m ian  also  
apo log ised  fo r h av in g  been  se lf-con ta ined  in  his p as t ca ree r and  rem in d ed  artists 
no t to  fo rge t the  ed u ca tiona l and socia l re sp o nsib ility  o f  art.594
T h e  C h in ese  R en a issan ce  p ro jec ted  the g reat hopes o f  C h in a ’s art w o rld  for 
the  c rea tio n  o f  a go lden  age o f  C h inese  cu ltu re  in  the  m o d ern  era. M oreover, it 
re flec ted  th e  e th n o g rap h ic  im p lica tions in the percep tio n  o f  C h in ese  in te llec tuals 
o f  the ir ow n  cu ltu re  in  a g lobal co n tex t in  the tw en tie th  cen tu ry .595 T he  
co m p ara tiv e  v iew  o f  C h inese  art w as also m an ifest in  th e  fac t th a t th e  N ational 
A rt E x h ib itio n  w as com pared  bo th  to the F rench  S alon  and  to Jap an ese  Teiten  
CrfrM, ‘Im p eria l A cad em y  o f  F ine  A rts E x h ib itio n ’).596 F en g  Z ika i, in the article, 
D u iyu  qua n g u o  m e ish u  zhan la n h u i cle x iw a n g  ('if ^|i$i iftjM I t  tlT if'J fh SI >
592 Zheng Taixi, ‘Jinggao buyuan chupinzhe’ $1 ira , ‘An Announcement to Those
Who Hesitate to Contribute Their Works’, Meizhan, 3 (1929). p.4.
593 Lin, lZhi quanguo yishujie shu\ p. 175.
594 Lin, ‘Zhi quanguo yishujie shu’, p. 172.
595 Liu, Translitigual Practice, p. 239.
596 The first government-sponsored art exhibition was open in Japan in 1907, which was called 
Bunten ‘Ministry of Education Fine Arts Exhibition’). It was renamed as Teiten in 1911, as 
the Imperial Art Academy took over as the organising authority. For a brief account of Japanese 
exhibitions of the twentieth century, see the website, http://www.kagedo.com/notes.shtml.
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‘H opes fo r  th e  N atio n a l A rt E x h ib itio n ’), s ta ted  that he ho p ed  th a t the  N ational
597  * * •A rt E x h ib itio n  w o u ld  be held  annually  and  becom e C h in a ’s S alon . L i Yuyi, m  
his de ta iled  rep o rt on the  N a tiona l A rt E x h ib ition  w hich  w as p u b lish ed  in the 
special issu e  o f  F unii m ag az in e  in Ju ly  1929, p ra ised  the fa c t th a t the exh ib ition  
cou ld  b ea r co m p ariso n  w ith  the S alon  and Teiten .598
T h e  large  sca le  o f  the  art ex h ib ition  w as d em onstra ted  n o t o n ly  in  the  
co n sid erab le  n u m b er o f  w orks on  display, b u t also  in  the  co m p reh en siv e  
kn o w led g e  o f  W estern  and Jap an ese  art p ub lished  in the m ag az in es  at the  tim e. 
F o r the  N a tio n a l A it  E x h ib ition , F unii m agazine  p u b lish ed  a spec ia l issue in  Ju ly  
1929, in  w h ich  it p ro v id ed  deta iled  reports  on  the N a tiona l A rt E x h ib itio n  as w ell 
as in tro d u c in g  a varie ty  o f  F ren ch  and Japanese  ex h ib itions and  the  la te s t trends 
in  W estern  art. F o r  exam ple, Li Yuyi pub lish ed  a de ta iled  rep o rt on  the N ational 
A it  E x h ib itio n  in  w h ich  he p ro v id ed  a w ide  range o f  in fo rm ation , in c lu d in g  the 
p u rp o se  o f  the exh ib ition , the  a rrangem en t o f  the ex h ib itio n  space , and  b rie f 
accoun ts o f  the w orks and  the artists o f  each  sec tion  o f  the ex h ib itio n .599 S ong 
Yao (£ Jf |^ )  an a ly sed  the  exh ib ited  w orks in the W estern  p a in tin g  sec tion  and the 
W estern  a it schoo ls tha t in fluenced  C hinese  artists.600 F unii m ag az in e  also  gave 
a de ta iled  acco u n t o f  the  w om en  artists w ho p a rtic ipa ted  in  the  ex h ib itio n .601 
M oreover, it a lso  in tro d u ced  the  d ifferen t Salons o f  France , new  W estern  
arch itec tu re , Ja p a n ’s Teiten  and the  re la tiv e ly  rad ical In ten  (M JH , ‘Jap an  
A cad em y  o f  F in e  A rts E x h ib itio n ’).602 Jin  W eijun po in ted  ou t the  con flic ting
597 Feng Zikai, ‘Duiyu quanguo meishu zhanlanhui de xiwang’, Meizhan, 1 (1929), pp. 4-5 (p. 
5).
598 Li, ‘Jiaoyubu quanguo meishu zhanlanhui canguanji (I)’, p. 2.
599 The detailed report Li Yuyi published in the July 1929 issue of Funii magazine was divided 
into 4 parts.
600 Song Yao, ‘Xiyang huapai xitong yu meizhan xihua pingshu’ ®  ®:W 
jllk, ‘The Analysis of Western Painting Schools and Westem-style Paintings in the National Art 
Exhibition’, Funii, 15.7 (1929), pp. 41-45.
601 ‘Niiqingnian yishujia’ ‘Young Women Artists’, Funii, 15.7 (1929), pp. 6-29.
602 For example, Li Yuyi, ‘Ribenzuida meizhan zhiyi-Dizhan’ H  ~
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forces in  the F ren ch  a rt f ie ld  w hen  she in troduced  the em erg en ce  o f  d ifferen t 
S alons in  F ran ce .603 L i Y uyi com pared  P ost-im p ressio n ism  to  the  con tem porary  
p a rt o f  th e  N a tio n a l A rt E x h ib ition , w hich  m arked  a new  stage  o f  C h in ese  art.604 
T h e  spec ia l issu e  o f  F un ii m agaz ine  dem onstra ted  the m o re  rad ica l and 
avan t-garde  aspec t o f  C h in a ’s art w orld  in com parison  to the  e x h ib itio n ’s 
acco m p an y in g  pub lica tio n , M eizh a n , w h ich  w as m ore co n cern ed  w ith  a r t’s 
in fluence  upo n  so c ie ty  and  upon  p e o p le ’s lives. M oreover, m an y  o f  the  M eizhan  
con tribu to rs w ere  ac tive  in  the  fie ld  o f  trad itional C h inese  p a in tin g , such  as 
Z heng  W u ch an g  1894-1952), Yu J ianhua 1895-1979), H e
T ian jian  1890-1977) and  H uang  B inhong , to  nam e b u t a few . B o th
m agaz ines rep resen ted  the v igour and  d iversity  o f  C h in a ’s art f ie ld  in  the  la te  
1920s. M oreover, th ey  also  d em onstra ted  that even  th o u g h  C h in a ’s a it fie ld  w as 
g row ing  m o re  and  m o re  m atu re  and  d iversified  in  the 1920s, n a tio n a lism  still 
rem ain ed  a s ig n ifican t fo rce  in it.
N a tio n a lism  served  as the  reason  fo r X u B e ih o n g ’s d ism issa l o f  the 
fo rerunners o f  W estern  m odern  ait. To m ake his p ro v o ca tiv e  a rg u m en t 
conv incing , X u  B e ih o n g  lis ted  P uv is de C havannes, R od in , M o n e t and  E ugene 
A n a to le  C arrie re  (1849-1906), w ho w ere  active co n tem p o ran eo u sly  w ith  M atisse  
and  C ezanne, as th e  au then tic  m asters o f  F rench  m odern  art.605 T h is lis t reveals 
the p ro fo u n d  in flu en ce  o f  F rench  academ ic art on  X u B eih o n g  b ecau se  P uvis de 
C havannes, R o d in  and  C arriere  w ere all m em bers o f the  S oc ie te  N a tio n a le  des 
B eaux-A rts , a co n serv a tiv e  associa tion  w hich  aim ed to  p re se rv e  th e  g reat
‘The Largest Art Exhibition of Japan: I -Teiten’, Funii, 15.7 (1929), p. 7. Li Yuyi, ‘Riben zuida 
meizhan zhier -  Yuanzhan’ 0  -  PtgM, ‘The Largest Art Exhibition of Japan:
II -  Inten’, Funii, 15.7 (1929), p. 8. Jin Weijun ‘Meizhan yu yishu yundong’
tftjiSllSfj. ‘Art Exhibitions and Art Movements’, Funii, 15.7 (1929), pp. 21-24.
603 Jin, ‘Meizhan yu yishu yundong’.
604 Li, ‘Jiaoyubu quanguo meishu zhanlanhui canguanji (I)’, p. 2.
605 Xu. ‘Huo’, p. 133.
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trad itions o f  F ren ch  art, as d iscussed  in C hap te r 4. P uv is de C h av an n es and 
R od in  are o ften  co n sid ered  to  be m odern  artists because  th e ir  w orks reveal the 
ab strac t tendenc ies o f  m o d ern  pain ting ; m eanw hile , they  still m a in ta in ed  a c lose 
re la tio n sh ip  w ith  the  F ren ch  academ y and  a certa in  leve l o f  re sp e c t fo r trad itions. 
H ence, in  te rm s o f  m o d ern is t a rtists, they  w ere  no t as rep resen ta tiv e  as M an e t or 
C ezanne, becau se  th e ir  a ttitude  tow ards trad itional au tho rity  w as n o t so 
c ritica l.606 X u B eih o n g  argued  that, w ith  the help  o f  co m m erc ia l m an ipu la tion , 
the vu lg arity  o f  M atisse , C ezanne, R eno ir and B onnard  o v e rp o w ered  the 
sp len d o u r o f  F ren ch  art, w h ich  w as con tribu ted  by  such  artists as P ru d ’hon ,
Ingres, D e lacro ix , M ille t, C oro t, C ourbet, P uv is de C havannes, R od in , 
D ag n an-B ouvere t, B astien -L epage, P au l B audry  (F rench  acad em ic  pain ter, 
1828-1886), E d g a r D egas (1834-1917), M o n et and  o thers. T h is  lo n g  lis t o f  artists 
w ho are w o rth y  o f  c red it in  X u  B e ih o n g ’s eyes rep resen ts o f  a v arie ty  o f  schools. 
M o n e t and  D egas are ca tego rised  in to  Im pression ism , as are R en o ir  and  C ezanne; 
M an e t and  C o u rb e t are  b o th  R ealists. H ow ever, X u B e ih o n g ’s oppo site  op in ions 
on  the ir acco m plishm en ts reveal th a t h is v iew  o f  F rench  art is se lf-contrad ictory . 
A s rev ea led  in  C h ap te r 4, X u B e ih o n g ’s read ing  o f  W estern  a rt d em o n stra tes  his 
p en ch an t fo r rea lism  and  the in fluence  o f  F rench  academ ic  aesthetics. M oreover, 
h is vers io n  o f  rea lism  is m ore  concerned  w ith  techn ica l v irtu o s ity  than  w ith  any 
specific  p a in tin g  schoo l, a v iew  w h ich  is also  m an ifest here. M o st o f  the lis ted  
artists are e ith er academ ic  pain ters o r those  he ld  in  h igh  esteem  in  the  A cadem y. 
C ourbet, M o n e t and D egas are o f  the forerunners o f  m odern  W estern  art, as are 
M an e t and  C ezanne. H ow ever, they  w ere  p ra ised  by X u B e ih o n g  p erhaps 
b ecau se  to  a ce rta in  leve l they  re ta ined  th e  co rrec t con tours o f  th e  dep ic ted
606 Clement Greenberg’s article ‘Modernist Painting’ was monumental in the formation of the 
discursive framework of modernist art. See Greenberg, ‘Modernist Painting’, in Charles Harrison 
and Paul Wood eds, A rt in Theory 1900-1990: An Anthology o f  Changing Ideals (Oxford, 2001), 
pp. 754-760.
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objects in  th e ir w orks (F ig. 126). T h ey  d id  no t reveal in  th e ir  w orks as strong  a 
tendency  to d efo rm  as C ezanne  d id  (Fig. 143); n e ith e r d id  th ey  tak e  as b itte r a 
critica l a ttitu d e  to w ards trad itio n s as M an e t (Fig. 128),607
A t a tim e  w hen  W estern  art w as being  co m p reh en siv e ly  in tro d u ced  in to  
C hina, X u  B e ih o n g ’s co n d em n atio n  o f  the m odern is t pa in te rs  appeared  to be an 
anachron ism . ‘D o u b ts ’ has o ften  been  cited  w ith  re fe ren ce  to X u  B e ih o n g ’s 
artistic  s tance  and  the  pu b lica tio n  p lay ed  a decisive  ro le  in  d e fin in g  h is im age as 
an o ld -fash io n ed  and  rig id  R ea lis t.608 M oreover, in  the ev e r-g ro w in g  p o p u la r 
d iscu rsiv e  co n tex t am ong  scho lars, in  w hich  the se lf-re fe ren tia l ex p ressio n  o f 
trad itio n a l C h inese  p a in tin g  is considered  to be consis ten t w ith  th e  n o n -figu ra tive  
tendenc ies o f  W estern  m odern  art, X u  B e ih o n g ’s rea lis tic  p a in tin g  as th e  ideal 
m odel o f  m o d ern  C h in ese  art is o ften  q u estioned .609 N o n e th e less , so m e scholars 
have  argued  th a t X u  B e ih o n g ’s in sistence  on rea lism  resp o n d ed  to  the  ca ll fo r a 
re tu rn  to  c lassica l trad itions and m im esis p ractices in  the W est a fte r the  
d ev asta tio n  b ro u g h t ab o u t b y  W orld  W ar I .610 X u B e ih o n g ’s co n d em n a tio n  o f  the 
m o d ern is t artists fo r th e ir  c lose  re la tionsh ip  w ith  com m erc ia l art d ealers  also 
h e ig h ten ed  a h is to rica l fac t in  the  F ren ch  art w orld  at the tu rn  o f  the  tw en tie th  
century. It rev ea led  the  con flic ting  agencies and in stitu tions in  the  F ren ch  a it 
f ie ld .611 T h e  v ic to ry  o f  m o d ern is t artists and art dealers e roded  th e  au th o rity  o f  
the S a lo n  and  the  A cadem y, d o m ina ting  the  d irec tion  o f  W estern  m o d ern  art. So
607 Cezanne was a significant figure who bridged the visual truth of Impressionism and the 
intrinsic reality of ait, the point of departure of Western modern art in the twentieth century. On 
Cezanne’s art and his relationship with Impressionism, see Richard Shift', Cezanne and the End 
o f  Impressionism: A Study o f  the Theory, Technique, and Critical Evaluation o f  Modern A rt 
(Chicago, 1986).
608 David Der-wei Wang analysed Xu Beihong’s ‘Huo’ and the National Art Exhibition in detail 
and criticised the precision of Xu Beihong’s reading of Western realism. See Wang, ‘In the Name 
of the Real’,
609 Wang, ‘Sketch Conceptualism as Modernist Contingency’.
610 Chou and Wu, ‘1920 ji 30 niandai Zhongguo huajia fu Bali xihua hou dui Shanghai yitan de 
yingxiang’, p. 37. On the nostalgia for the classical and realistic order after World War I, see 
Briony Fer et al, eds, Realism, Rationalism, Surrealism: Art between the Wars (New Haven and 
London, 1993), pp. 9-17.
611 Mainardi, The End o f  the Salon.
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X u B eih o n g  w as no t rea lly  ‘b lind  to all E u ropean  p a in tin g  a fte r 1880’ as M ichael 
S u llivan  has c ritic ised .612 H e ju s t  s tood  fo r the  academ ic  side, in  op p o sitio n  to 
the m ain  d irec tio n  o f  W estern  art.
In  ad d itio n  to  the  na tio n a lis t considera tion , X u B e ih o n g ’s a ttack  on  the 
m o d ern is t a rtis ts  m ay  h av e  resu lted  fro m  his anxiety  abou t the  in c reasin g  
p o p u la rity  o f  m o d e m  art in  C h in a ’s art w orld . F unii m agazine , w h ich  served  as 
the  b ig g es t space  fo r reports  and critic ism s o f  W estern  art in  the  N atio n a l A rt 
E xh ib itio n , w as filled  w ith  in fo rm ation  abou t m odern  art, in  p a rticu la r 
Im p ressio n ism  and  P o st-im pression ism . F o r exam ple, L i Yuyi u sed  
P o st-im p ressio n ism  to  describe  the new  stage o f C h inese  art in tro d u ced  by  the 
N a tiona l A rt E x h ib itio n .613 S om e critics revea led  a few  regre ts ab o u t the 
apparen t red u c tio n  in  the  nu m b er o f  w orks in  the Im p ressio n is t and  
P o st-im p ressio n is t sty les in  the  N a tiona l A rt E x h ib itio n .614 A n  ex h ib ition , w hich 
w as o rgan ised  b y  L in  F engm ian  and  h e ld  in  S hanghai in  M ay  1929, on ly  one 
m o n th  after the  N atio n a l A rt E x h ib ition , w as seen as a co m p lem en t to  the 
g o v ern m en t-b ack ed  ex h ib ition  as it d isp layed  w orks in  th e  sty le  o f 
P o st-im p ress io n ism  and  the m ore avan t-garde  E x p ressio n ism .615 B efo re  X u 
B eihong  w en t to  P aris , the Ita lian  R ena issance  w as reg a rd ed  as the  m odel o f  
W estern  art in  C h ina. A fte r he re tu rned  to Shanghai, Im p ressio n ism  and  even 
m o re  rad ica l a rtis tic  trends w ere filling  C h in a ’s art w orld . T h ere  seem ed  little  
space  le ft fo r X u B e ih o n g ’s rea lism  and  academ ic aesthetics. T h erefo re , X u 
B eih o n g  p o sed  a p ro v o ca tiv e  gestu re  in  the  N atio n a l A rt E x h ib itio n  by
612 Sullivan, A rt and Artists o f  Twentieth-Century China, p. 72.
613 Li, ‘Jiaoyubu quanguo meishu zhanlanhui canguanji (I)’, p. 2.
614 Jin, ‘Meizhan yu yishu yundong’, p. 24.
615 Jin, ‘Meizhan yu yishu yundong’, p. 24. On Lin Fengmian’s artistic activities and thoughts in 
the late 1920s, see Liu Jui-kuan MPrfijUl, ‘Yaboluo yu Yishu yundong she’ (
It, ‘ Apollo and The Society of Art Movement’, Xingda lishi xuebao 14 (2006),
pp. 105-132.
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w ith d raw in g  fro m  th e  concre te  ex h ib ition  space and  p u b lish in g  ‘D o u b ts ’ to 
p roc la im  his ob jec tio n  to the im porting  o f  W estern  m odern  art. A s d iscussed  in 
C h ap te r 4 , X u  B eih o n g  m ad e  severa l speeches to  p ro m o te  the sig n ifican ce  o f  
rea lism  in  1926, w h ich  he lped  to rap id ly  estab lish  h is repu ta tion . H e  w as seen as 
an av an t-garde  artis t ra th e r than  a rig id  rea lis t p a in te r at th a t tim e. N onetheless, 
h is resen tfu l a ttitu d e  o v e r the N ational A rt E x h ib ition  endow ed  h im  w ith  a 
d is tin c t im ag e  o f  an  agen t o f  W estern  realism . It dem o n stra ted  X u  B e ih o n g ’s 
anxieties and  asp ira tions to  crea ting  h is  un ique  p o sition  in  C h in a ’s art field . X u 
B e ih o n g  d id  n o t ex h ib it any pain tings in  the N ational A rt E x h ib itio n . 
N everthe less, in  a  rep o rt w hich  p rov ided  an accoun t o f  W estern  p a in tin g  schools 
and analysed  th e ir in flu en ce  on the partic ip a tin g  artists, X u B e ih o n g  w as also 
m en tio n ed  as a rea lis t artist, am ong  o ther p artic ipa ting  rea lis t p a in te rs , such  as Li 
Y ishi and  P an  Y uliang (F igs 82 & 144).6!6
‘D o u b ts ’ p ro v o k ed  en th usiastic  reactions. X u Z h im o p u b lish ed  a leng thy  
artic le , en titled  Wo ye  huo  ‘I H ave D oubts, T o o ’), in  the  fifth  and six th
issues o f  M eizh a n .611 T h is  artic le  is abou t six  tim es lo n g er th an  ‘D o u b ts ’ and  
m akes X u Z h im o  the lo u d est vo ice  against X u B e ih o n g ’s h a tred  fo r the 
m o d ern is t pa in ters. X u  B eih o n g  reac ted  by  pub lish in g  th e  artic le , H uo  zh i bu j ie  
‘U n reso lv ed  D o u b ts ’) in  the  n in th  and su p p lem en tary  issu es .658 
M oreover, L i Y ishi also  con tribu ted  an article, en titled  Wo bu  huo  ‘I
H ave N o  D o u b ts ’) in  the  e igh th  issu e .619 Y ang Q ingq ing  w ro te  H uo hou  x iaoyan  
( I ^ ^ Z [ N11\ ‘A  C o m m en t after the D o u b ts ’) to b ring  a co n c lu sio n  to  th is dispute. 
Y ang ap p ro v ed  o f  ‘D o u b ts ’ fo r ev ok ing  renew ed  en th u siasm  fo r art am ong
616 Song, ‘Xiyang huapai xitong yu meizhan xihua pingshu’, p. 42,
617 Xu Zhimo, ‘Wo ye huo’, M eizhan, 5 (1929), pp. 2-4; and 6 (1929), pp. 1-3. And also in Wang, 
Xu Beihong wenji, pp. 25-29. All articles surrounding the subject ‘Doubts’ are also published in 
Wang, Xu Beihong wenji, pp. 22-30.
618 Xu Beihong, ‘Huo zhi bu jie’, Meizhan, 9 (1929), pp. 1-3; and Meizhan, supplement (1929), p. 
1. This article is also in Xu and Jin, Xu Beihong yishu wenji, pp. 135-145.
619 Li Yishi, ‘Wo bu huo’, Meizhan 8 (1929), pp. 1-2; also in Wang, Xu Beihong wenji, pp. 29-30.
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artis ts .620
X u  Z h im o  argued  th a t X u B eihong  shou ld  no t a ttem p t to  im p o se  upon  the 
c rea tion  o f  art a m o ra l d isc ip line , and  fu rther im p lied  th a t X u  B e ih o n g ’s standard
fo r art w as o ld -fash io n ed  and personal. H e argued:
Y ou are a p assio n a te  m an  o f  the  ancien t way, a ra re  b reed  in  the  
w o rld  o f  today. Judg in g  by  your d istrust o f  flattery , and  the 
in teg rity  and  c iv ility  you show  in  your dealings w ith  o thers o r in  
y o u r h an d lin g  o f  artistic  m atters. You are n o t a m an  o f  th is 
m o d ern  age. B eh in d  your w ords and deeds are y o u r f irm  and 
un iq u e  standards o f  beau ty  and v ir tu e ....  Y our an c ien t w ay  and  
you r stern , y o u r m oral d isp o sition  can be likened  to  a B u d d h a  
sea ted  reg a lly  on  a lo tus p la tfo rm , re sting  u p o n  y o u r fervour, 
d isp lay in g  an a ir o f  in fallib ility .
m  *
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X u  Z him o sta ted  th a t the  standard  o f  art shou ld  lie  in  “ an in d ep en d en t artistic  
v e rsio n ” .622 X u Z h im o  defended  C ezanne in the lig h t o f  th is s tan d ard  and  
p ro c la im ed  th a t C ezanne  w as a rea l artist. L i Y ishi in  th e  a rtic le  ‘I H av e  N o 
D o u b ts ’ tried  to  m ed ia te  b e tw een  the opposing  p o sitions tak en  by  X u B eihong  
and X u  Z h im o  on  the question  o f  W estern  m odern  art. L i Y ishi a rgued  tha t the 
d ispu te  b e tw een  the tw o  X us lay  in  the ir d ifferen t a ttitudes tow ard s art 
ju d g em en t. In  Li Y ish i’s op in ion , X u B e ih o n g ’s a ttitude  w as th a t o f  an  artis t and 
thus w as sub jec tive ; w hereas X u Z h im o ’s stance w as th a t o f  a critic  and  therefo re  
re la tiv e ly  n eu tra l.623 H ow ever, in term s o f  a rt’s educa tiona l responsib ility , L i 
Y ishi s tood  fo r X u B eihong . H e argued:
520 Yang Qingqing, ‘Huo hou xiaoyan’, Meizhan, supplement (1929), p. 1.
621 Xu Zhimo, ‘Wo ye huo’, in Wang, Xu Beihong wenji, pp. 25-29 (pp. 25-26). For a complete 
English translation, see Danzker, Shanghai Modern 1919-1945, pp. 374-376.
622 Xu, ‘Wo ye huo’, p. 27.
623 Li, ‘Wo bu huo’, p. 29.
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G iven  m y  ex p erien ce  as a p rac titio n er o f  W estern  p a in tin g  fo r 
m o re  th an  tw en ty  years, I  still canno t figu re  ou t th e  w orks o f 
C ezanne  and M atisse , W ere m y son  to learn  from  them , I  w ou ld  
g ive h im  a good  b ea ting  and fo rb id  h im  to  con tinue . B ecau se  I 
tak e  charge  o f  m y  so n ’s education , I can n o t d ec ide  m y b eh av io u r 
sep ara te ly  fro m  m y subjectiv ity . T herefo re, I  w o u ld  say 
su b jec tiv e ly  th a t I agree w ho lehearted ly  w ith  X u B e ih o n g ’s 
a ttitude.
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Li Y ishi fu rth e r su g g ested  th a t the  tw o  X us should  co n sid e r ou r so c ie ty  befo re  
ju d g in g  art, b ecau se  artists shou ld  also take on  social resp o n sib ilities . In  this 
ligh t, the  w orks o f  the  m o d ern is t pain ters w ho w ere  in flu en ced  by  com m erc ia l 
m an ip u la tio n  and  av an t-garde  in ten tion  w o u ld  no t b e  su itab le  fo r c ircu la tio n  in 
C h ina  be fo re  W estern  art trad itions w ere fu lly  in tro d u ced .625 L i Y ishi had  w on 
h is artistic  rep u ta tio n  w ith  his rea listic  pain tings, such  as C hanghenge  h u a y i ( J |  
‘R ep resen ta tio n  o f  the S ong  o f  E verlasting  S o rro w ’, 1929), w hich  
w as ex h ib ited  in  the N ational A rt E x h ib ition  (Fig. 145). L ike  X u  B eihong , he 
em p h asised  the  im p o rtan ce  o f  the  realistic  skills o f  W estern  p a in tin g  to  refo rm  
C h inese  art. In  an o th e r artic le , en titled  X uexi x iya n g h u a  de m u b ia o
‘T h e  G oals o f  L earn ing  W estern  P a in tin g ’), w h ich  w as p u b lish ed  in  the 
Ju ly  1929 issu e  o f  F unii m agazine , L i Y ishi po in ted  ou t th a t the a im  o f  learn ing  
W estern  p a in tin g  w as to po lish  an a rtis t’s p ic to ria l ability. M oreover, h e  p o in ted  
out, a p e rso n  w ho  p ro m o ted  art in  m o d em  C h ina  had  to p o ssess a kn o w led g e  o f 
b o th  C h in ese  and  W estern  art so tha t he  cou ld  p ro tec t the na tio n a l essen ce  on  the 
one h an d  w h ile  on  the  o th e r hand , he w ould  know  w hich  k in d  o f  W estern  art was
624 For ail English translation, see Fong, Between Two Cultures, p.38.
625 Li, ‘Wo bu huo\ pp. 29-30.
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the  b es t to  im p ro v e  C h inese  art.626 L i Y ishi shared  w ith  X u  B e ih o n g  the 
na tio n a lis t p e rsp ec tiv e  on  art, w h ich  p u t p rio rity  on  a rt’s socia l responsib ilities .
L i Y ishi w as n o t th e  o n ly  person  w ho approved  o f  X u B e ih o n g ’s p o in t o f  view. 
Y ang Q in g q in g  also ag reed  w ith  X u  B eihong  tha t it w as a r tis ts ’ d u ty  to  co rrec t 
those  o f  th e ir  fe llo w s w ho  strayed  onto  the w rong crea tive  p a th s .627
B oth  L i Y ishi and  Y ang Q ingq ing  w ere lead ing  co m m ittee  m em b ers  o f  the 
N a tiona l A rt E xh ib itio n . Y ang Q ingq ing  w as also the ch ie f  e d ito r  o f  M eizh a n  and 
Li Y ish i to o k  ch arg e  o f  recru itin g  the exh ib ited  w orks. L i Y ish i’s fav o u r fo r 
rea lism  m ay  in  p a rt hav e  con tribu ted  to  the large n u m b er o f  rea lis tic  w orks on 
d isp lay  in  the  W estern -sty le  p a in ting  section  o f  the  N a tiona l A rt E x h ib ition . T he ir 
en d o rsem en t o f  X u  B eihong  d em onstra ted  the  fo rce  o f  n a tio n a lism  in  C h in a ’s art 
field . L i Y ish i’s p a in tin g  K exue yu  m e ishu  ‘S c ien ce  and  F in e  A rts ’)
w as seen  as the  b es t ex am p le  to  rep resen t the sp irit o f  the  N a tio n a l A rt 
E x h ib ition . T h e  p a in tin g  dep ic ted  a nude goodness stand ing  on  a rock , below  
w hich  w as a p it  in  w h ich  m any  w orkers w ere  hard  at w o rk ,628 T h is p ic tu re  
rev ea led  the im p o rtan ce  o f  a m ateria l basis fo r art. T he  ju x ta p o s itio n  o f  art and 
sc ience  ech o ed  C ai Y uanpei’s advocacy  o f  using  sc ien tific  m eth o d s to  study  fine  
art, w h ich  he had  de liv ered  to the  B e ijing  U n iversity  P a in tin g  R esea rch  Socie ty  
in  1919.629 C ai Y uanpei w as the k ey  person  beh ind  the m o u n tin g  o f  the  official 
art exh ib ition . H e  had  strived  to organ ise  a N ational A rt E x h ib itio n  as early  as 
1922, and  the  ex h ib itio n  b ecam e possib le  w hen  he w as app o in ted  M in is te r o f 
E du ca tio n  o f  th e  N a tio n a lis t governm en t in  1927.630 T h e  N a tio n a l A rt E xh ib ition  
saw  the fu lfilm en t o f  C ai Y uanpei’s asp ira tions o f co m b in in g  sc ien ce  and  art to
626 yishi, ‘Xuexi Xiyanghua de mubiao’, Fitnii, 15.7 (1929), pp. 33-34.
627 Yang, ‘Huo hou xiaoyan’, p. 1.
628 Li, ‘Jiaoyubu quanguo meishu zhanlanhui canguanji (I)’, p. 3.
629 Cai, ‘Zai Beijing daxue huafa yanjiuhui shang de yanshuoci’, p. 86.
630 Yen, ‘Guanfang meishu wenhua kongjian de bijiao’, pp. 630-634.
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create  an acco m p lish ed  m odern  C h inese  civ ilisation . T he  em p h asis  on  a 
sc ien tific  a ttitu d e  tow ards art d em onstra ted  natio n a lis t im p lica tio n s, because  
science h ad  b een  seen  as the  essen tia l m eans to save  the w eak  C h in a  in  the 
m o d em  e ra  after the  la te r Q ing  dynasty. A rt, w h ich  had  been  assig n ed  b y  C ai 
Y uanpei to  rep lace  the C onfuc ian  trad itions to rep resen t the  m ain  b o d y  o f  new  
R ep u b lican  cu ltu re , w as thus u navo idab ly  in te rtw ined  w ith  na tio n a lism . W hen  
s tu dy ing  the stru c tu re  o f  the lite ra ry  fie ld  o f  tw en tie th -cen tu ry  C hina , M ichel 
H ockx  argues th a t it c an n o t be analysed  so le ly  th rough  the tw o con flic ting  
p rincip les o f  au to n o m y  and  heteronom y, w hich  w ere  the tw o fac to rs w h ich  
o pera ted  the  F ren ch  lite ra ry  field . C h in a ’s lite rary  fie ld  co m p rises  th ree 
princip les: th e  au tonom ous, the heteronom ous and the ‘u tilisa tio n  o f  the p e o p le ’, 
i.e. cu ltu ra l cap ita l, eco n o m ic  cap ita l and po litica l cap ita l.631 T h is sam e 
p h en o m en o n  is a lso  m an ifest in  C h in a ’s art field . In  the la te  1920s, C h in a ’s art 
f ie ld  w as in c reas in g ly  m atu rin g  and  flourish ing . M ore  and  m o re  a rt schoo ls and 
societies w ere  se t up; art new spapers and jo u rn a ls  w ere freq u en tly  p u b lished ; 
artists d em o n stra ted  m ore  and  m ore freedom  in  the ir c rea tion ; the sty les and 
m ed ia  o f  art w orks appeared  m ore  and  m ore  d iversified . M ean w h ile , a r t’s 
n a tio n a lis t ro le  becam e a p rim ary  objective. X u  B e ih o n g ’s d ism issa l o f  the 
m o d ern is t p a in te rs ’ com m erc ia l m an ipu la tion  and his ob jec tio n  to  th e ir 
c ircu la tion  in  C h in a  in  te rm s o f  the w elfare  o f  the C h inese  p eo p le  h e lp ed  to ra ise  
h is sta tus in  the  art fie ld  due to the increase  in  the in fluence  o f  the  cu ltu ra l and 
po litica l cap ita l. In  re tro spect, X u  B e ih o n g ’s co n dem nation  o f  W estern  m odern  
art in  th e  tw en tie th  cen tu ry  seem s to have been  an anachron ism . H ow ever, his 
artistic  p ersp ec tiv e , w h ich  responded  to the n a tiona list co n tex t o f  m o d ern  
C h inese  art, m ade  h im  rap id ly  b eco m e a p rinc ip le  agen t in  C h in a ’s a rt field .
631 Hockx, The Literary Field o f  Twentieth-Century China, pp. 12-14.
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5,2 The Appropriation of the Real (Zhen)
X u  B e ih o n g  p u b lish ed  ‘D o u b ts’ to  respond  X u Z h im o ’s req u est fo r his 
p artic ip a tio n  in  the  N atio n a l A rt E xh ib ition . A lthough  X u B e ih o n g  w as a 
co m m ittee  m em ber, h e  re fu sed  to exh ib it h is pain tings to  p ro te s t ag a in s t the 
fo rm alis t d o m in an ce  o f  th e  ex h ib itio n .632 X u Z h im o ’s re jo in d e r to  X u  B e ih o n g ’s 
b itte r c r itic ism  o f  m o d ern  pa in te rs  has o ften  been  d raw n on to  en h an ce  the 
co n serv a tiv e  s te reo ty p e  o f  X u  B e ih o n g ’s rea list im ag e .633 X u Z h im o  critic ised  
X u B e ih o n g ’s v iew  o f  art as hav ing  m oral and na tio n a lis t conn o ta tio n s fo r being 
ou tdated . H e  on ly  app roved  o f  X u  B e ih o n g ’s h igh  m oral p rin c ip les  in  term s o f  
the p u rsu it o f  the rea l (zhen) in  art. T aking the  real as the p o in t o f  d epartu re , X u 
Z h im o e lo q u en tly  d efended  W estern  m odern  art in the artic le , ‘I H av e  D oubts, 
T o o ’.
F irst, X u  Z h im o  argued  tha t X u B eihong  ra ised  the w ro n g  m o ra l p rinc ip les
fo r ju d g in g  a r t’s reality . H e argued:
A rt is au tonom ous, b u t i f  there  is room  fo r a m oral co n cep t in  any 
c ritic ism  on  artistic  m atters, only  one concept, and  I  th in k  you  
w ill defin ite ly  agree, is perm issib le : the d istinc tion  b e tw een  the  
rea l and  the f a k e . ... H ow ever, w hen  it com es to the  assessm en t o f  
w orks o f  art, the b o undary  b etw een  the rea l and  the fake , 
im p o rtan t as it is, can n o t be gauged  so lely  b y  em pirica l 
ex p erien ce , n o r can  it be  dem arcated  th rough  p u re  in tu itio n . O f 
course, b y  th e  term s ‘re a l’ and ‘fa k e ’, I am  referring  to  the th o u g h t 
and  in ten t ex p ressed  by  an artist th rough  h is w orks and  n o t to the 
au th en tic ity  th a t an ex p ert in  an tiques m ay  seek  to  e s tab lish  in 
au th en tica tin g  an  artefact.
-  a a f c - J g W W * ---------
m  - . . .
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632 Xu and Jin, Xu Beihong nianpu, p. 59.
633 For example, Wang, ‘In the Name of the Real5.
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In  th e  lig h t o f  the  au tonom ous natu re  o f  art, X u Z h im o ob jec ted  to  X u  B e ih o n g ’s 
n a tio n a lis t persp ec tiv e . S in ce  art en joys freedom  o f  c rea tion , its  s ty le  m ay  appear 
d ifferen t fro m  the trad ition , such  as the  qu ick  and  un fin ish ed  b ru sh w o rk  o f  the 
m odern ists . M ean w h ile , the  fick le  na tu re  o f  hum an  in terest m ade  p eo p le  p re fe r 
the new  sty le  o f  the  m odern  pa in te rs  and thus con trib u ted  to th e  success o f  
m odern  p a in tin g  in  the  m arket. In  th is ligh t, X u Z him o d isag reed  w ith  X u 
B e ih o n g ’s c ritic ism  o f  the  m o d em  pa in te rs fo r the w ay  th a t th ey  m an ip u la ted  the 
com m erc ia l m arket. M oreover, X u  Z h im o argued  that X u  B e ih o n g ’s 
co n d em n atio n  o f  m o d ern  pain ters  in  p ro tec tion  o f  the  real o n ly  rev ea led  his ‘real 
in d ig n a tio n ’ (fenka i de zhen ch en g  111‘IT O  JCM )- T h is anger d e riv ed  from  the  
trad itio n a l and  th o ro u g h  tra in in g  tha t X u B eihong had  rece iv ed  fro m  the 
A cadem y. X u Z h im o  com pared  X u B e ih o n g ’s ha tred  o f  m o d e rn is t p a in tin g  to the 
trad itional sch o la rs’ scorn  fo r H u S h i’s vern acu lar w riting  and  p o in ted  o u t that 
X u B e ih o n g ’s p e rsp ec tiv e  w as em otiona l and  co n serv a tiv e .635
To av o id  such  b iases against W estern  m odern  art, X u Z h im o  sug g ested  ‘an
indep en d en t a rtis tic  v is io n ’. H e argued:
In  o u r ev a lu a tio n  o f  art, is n ’t it true tha t the  m o st im p o rtan t 
c rite ria  sh o u ld  b e  an in d ep en d en t artistic  v ision  and a little  pure, 
a rtis tic  fee lin g ?  W h a t is an artist?  Isn ’t he  som eone w ho desires to 
exp ress, th rough  p a in tin g  o r scu lp ture , a certa in  sp iritu a l 
ex p erien ce  u n iq u e ly  h is ow n? T echnique has its p lace , and 
k n o w led g e  its use. H ow ever, w ith  only  techn ique  and  k n o w led g e , 
an artis t -  no m atte r how  sk illed  -  canno t c rea te  tha t w h ich  you 
and I w ou ld  co n sid e r w orks o f pure  art. A fte r all, is n ’t it true  th a t 
w h at you  and  I hav e  b een  seeking , in  art as w ell as in o u r daily  
life , is a certa in  o rig inal sp iritua l expression , o r a ce rta in  n o b le  
essence  o f  life?
634 Xu, ‘Wo ye huo’, p. 26, For English translation, see Danzker, Shanghai M odern 1919-1945, 
pp. 374-375.
635 Xu, ‘Wo ye huo’, p. 27.
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In  X u Z h im o ’s op in ion , an  in dependen t artistic  v is io n  w ou ld  tak e  a m o re  neutral 
a ttitude  tow ards art ju d g m en t and w ou ld  thus be able to d iscern  the s incerity  o f 
artists u n d e r th e ir  various p a in tin g  sty les. T aking C ezanne  as an  exam ple , X u 
Z h im o argued  th a t C ezan n e ’s sincerity , w hich  w as m an ifest in h is  in sis ten ce  on 
c rea tin g  h is p e rso n a l sty le  and  on  pain tin g  fo r over fifty  years, w as crysta llised  in  
the b o ld  b ru sh w o rk  o f  his w ork. M oreover, an in dependen t a rtis tic  a ttitude  w ould  
avo id  fa llin g  in to  the p o la rised  reactions to  C ezan n e’s w ork  as h ap p en ed  in  the 
la te -n in e teen th  cen tu ry  F rench  art w orld . F rom  X u Z h im o ’s p o in t o f  view , the 
m o st im p o rtan t co m p o n en t o f  a rea l a rtis t w as his sincerity , and  th is can  be on ly  
ju d g ed  b y  an in d ep en d en t artistic  v ision  ra ther than  by  trad itio n a l conven tions, 
techn iques, and  nationalism .
X u Z h im o ’s ‘I H av e  D oubts, T o o ’ p rom pted  X u B e ih o n g ’s e lo q u en t article, 
‘U n reso lv ed  D o u b ts ’, in  w h ich  X u  B eihong  gave ‘the re a l’ a d iffe ren t defin ition . 
H e argued:
In  m y  op in io n , I w o u ld  refer to the rea l and th e  fak e  in  you r te rm s 
as the  rig h t and the w rong  (sh ife i J H ^ ) .  T here  is th e  w ord  
‘re so n a n c e ’ (yun  § | )  in  the lite rary  and artistic  w orld  w h ich  
ex c lu d es th e  ex is ten ce  o f  rig h t and w rong. In  the m ean tim e, there  
a lso  ex ists the  w ord  illum ination  (m ing  Hjj), therefo re , the  
d is tin c tio n  b e tw een  the  real and the fake  shou ld  no t be  b lu rred . A  
p u p p e t can n o t be  a real person . C an  w e no t te ll th e  rea l fro m  the 
fake?  W arlo rd  p o litics is no t repub lican ism . C an  w e no t 
d is tin g u ish  the  rea l and  the  fake?  W ith  regard  to  the e lem en ts o f
636 Xu, ‘Wo ye huo’, p. 27. For a English translation, see Danzker, Shanghai M odem  1919-1945, 
p. 376.
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p lastic  art, fo rm  is the f irs t and  co lou r com es the second . W h a t I 
can n o t d ism iss  is th e  k in d  o f  art in  w hich  fo rm  e x is ts . . .. I w an t to 
p ose  a question : does fo rm  ex is t in  the  w orks o f  th o se  triflin g  
schoo ls o f  art?  I f  not, can they  b e  w orthy  o f  art?
5 m m z . n n  > ° - m om
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In  term s o f  the  ‘re a l’ in  art, X u B eihong  p rov ided  a d iffe ren t p e rsp ec tiv e  from  X u 
Z him o. F o r X u Z h im o , a real p iece  o f  art rep resen ted  an a r tis t’s sincerity , w hich  
had  n o th in g  to  do  w ith  the socia l o r po litica l ethos; w hereas X u  B e ih o n g  insisted  
th a t the ed u ca tiv e  ro le  w as the ro u te  that the  real art shou ld  take. M oreover, X u 
Z h im o  th o u g h t th a t an  artis t shou ld  en joy  freedom  o f  crea tion ; w h ile  X u B eihong  
argued  th a t a rea l p iece  o f  art w as based  on  its fo rm -likeness.
W ith  reg ard  to  sincerity , X u B eih o n g  once defined  it  fro m  a  d iffe ren t angle 
fro m  th a t taken  by  X u  Z him o. In 1927, X u B eihong  p a rtic ip a ted  in  the 
A sso c ia ted  A rt E x h ib itio n  w hich  w as o rgan ised  by  various art schoo ls and 
socie ties o f  S h anghai, such  as the  C h inese  U n iversity  o f  A rt, X in h u a  A rt 
A cad em y  (.X in h u a  y ish u  zhu a n ke  xuex iao  f / ( i j > the D aw n
S ocie ty  o f  F in e  A rts and  o th e rs .638 X u  B eihong  w as inv ited  to  co m m en t on  the 
ex h ib itio n  and so pub lish ed  the article, M eishu  lianhe zh a n la n h u i j i lu e
‘A  S h o rt R em ark  on  the A ssocia ted  A rt E x h ib itio n ’), in  w hich  he 
d em o n stra ted  h is  stric t standards o f  rea lism  as a stan d p o in t fo r art ju d g em en t 
th ro u g h  his d e fin itio n  o f  sincerity . X u B eihong  argued  th a t s in ce rity  (zhensh u a i 
j t ^ )  w as the  cu re  fo r  the  cu rren t d ecaden t a tm osphere  in  the  art w orld . H e  had 
com e to th is co n c lu sio n  after v isiting  the exhib ition :
637 Xu, ‘Huo zhi bujie’, p. 135.
638 Wang, Ershi shiji Shanghai meishu nianbiao, p. 228. A brief account of this exhibition is also 
mentioned in Chapter 4.3.
261
A t th is m o m en t w hen  art is g row ing  decadent, s incerity  can  help  
the artis t w ho  w ants to rec tify  the shallow  fash ion  and  am elio ra te  
his o w n  art. T he  b eau ty  o f  artw orks lies in  the  fo rm  in stead  o f  the 
colour. A b an d o n in g  the fo rm  in  p u rsu it o f  the co lo u r on ly  touches 
on  th e  superfic ia l appearance. M ichelangelo  said: “A  good  
pa in tin g  m u st rep resen t the scu lp tu re-like  effect” . T h erefo re , [an 
artist] sh o u ld  d ep ic t an o b jec t’s fo rm  thorough ly  in  o rd er to  reach  
the level o f  n o b ility  and m agn ificence. O n the  contrary , i f  h e  o n ly  
pu rsu es b eau tifu l co lo u r and  exp ressive  b rushw ork , he w ill 
rep resen t a tr iv ia l s ty le  in  his w ork. A ccord ingly , h e  can n o t 
ap p ro ach  the W ay o f  art th roughou t h is life  due to  a lack  o f  
sincerity .
■ a g i a i s m i l f l f f i #  ■ J t $  S in ce rite
s w  ° ; w m z E m z m  • e s
- j  m m m a
14 ■ •
j& F J T lS m t  • lii • 6M
W hile  X u  Z h im o  re fe rred  to sincerity  as an a rtis t’s true  fee lings, X u  B eihong  
though t o f  s in ce rity  as form . F o r X u  B eihong, an a rtis t’s s in cerity  shou ld  be 
em bod ied  in  h is p rec ise  ren d erin g  o f  the  po rtrayed  o b jec ts ’ con tou rs. S incerity  
fo r X u  Z h im o  w as a re la tiv e ly  persona l and free  w ay  o f  ex p ressio n ; w hereas it 
w as seen  by  X u  B e ih o n g  as an abso lu te  p rinc ip le  fo r the c rea tio n  o f  art. X u 
B e ih o n g ’s o p in ions in  th is artic le  o f  1927 an tic ipated  his la te r m o re  serious 
a ttack  on  W estern  m o d ern  art in  the ‘D o u b ts’ o f  1929.
A s regards the d ifference  betw een  resonance  (yun) and  fo rm , X u B eihong  
fu rther c la rified  it in  a la ter artic le , D angq ian  Z h ongguo  zh i y ish u  w en ti ('iWittf']1 
T h e  C u rren t P rob lem s o f  C h inese  A rt’, 1947). X u  B eihong
argued:
It has b een  said  w h ile  C h inese  art values sp irit-reso n an ce ,
W estern  art em phasises fo rm -likeness, no t kno w in g  th a t b o th  
fo rm -lik en ess  and  sp irit-resonance  are a m atte r o f  techn ique .
W h ile  sp irit rep resen ts the  essence o f  fo rm -likeness, reso n an ce
639 Xu Beihong, ‘Meishu lianhe zhanlanhui jilue’, in Wang, Xu Beihong wenji, pp. 20-21 (p. 21).
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com es w ith  the  transfo rm ation  o f  fo rm -likeness. T hu s fo r 
so m eo n e  w ho  excels in  fo rm -likeness, it is no t h a rd  to  ach iev e  
sp irit-resonance .
m ■ • m m z m m  •
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F o r X u  B eihong , y u n  and sp iritua l expression , the  fo rm s o f  s in ce rity  in  X u  
Z h im o ’s o p in io n  w ere  b o th  roo ted  in  fo rm -likeness. A t the b eg in n in g  o f  this 
article, X u  B e ih o n g  d irec tly  p o in ted  ou t th a t bo th  sc ience  and  art p u rsu ed  the real 
(q iuzhen  A X ) -  X u B e ih o n g ’s v iew  o f  art rem ained  the  p ro -W estern  app roach  to 
re ju v en a tin g  C h in ese  cu ltu re , w h ich  w as m odelled  on the  ad v an ced  m ateria l 
cu ltu re  o f  the  W est. A s d iscussed  in  the prev ious chapters, th is in te llec tual 
approach  to  n a tio n a l crises had  exerted  a p ro fo u n d  in flu en ce  on  X u  B eih o n g  after 
h is a ssoc ia tion  w ith  K ang  Y ouw ei and  the M ay  F ourth  in te llig en ts ia  in  the  1910s, 
and  it seem ed  to  m a in ta in  its in fluence  th roughou t X u  B e ih o n g ’s life .
A cco rd in g  to X u  B e ih o n g ’s persp ec tiv e  on the real, C ez a n n e ’s new  sty le  o f  
p a in tin g  w as ca teg o rised  in to  the w ork  o f  yun , w h ich  f irs t req u ired  a g round ing  
in  fo rm -likeness. T h erefo re , X u B eihong  d isagreed  w ith  X u  Z h im o ’s d efence  o f  
C ezanne. H e  argued  th a t C ezan n e’s n o n -figu ra tive  b ru sh w o rk  o n ly  d em onstra ted  
h is lack  o f  tech n ica l p ro fic ien cy  to rep resen t his ideas, a lth o u g h  h is  artistic  
fee lin g  w as s in cere .641 To stress the im portance  o f  rea lis tic  sk ills  in  an  a rtis t’s 
crea tion , X u  B e ih o n g  fu rth e r invoked  the  ph ilo so p h y  o f  the  F ren ch  critic  
H y p p o ly te  T aine (1 828-1893) to describe  the tw o stages o f  crea tio n  th a t an artist
w ou ld  go th rough . H e argued:
A n  a r tis t’s accom plishm en ts co n sis t o f tw o stages. T h e  firs t stage  
o f  h is  w o rk  rev ea ls  the  effects o f  verisim ilitude . L ater on, as the  
artist g row s m o re  sk illed , the  sense o f  rea lity  w ill b e  ab le  to be
640 Xu Beihong, Dangqian Zhongguo zhi yishu wenti, in Xu and Jin, Xu Beihong yishu wenjie, pp. 
533-537 (p. 535). The English translation, see Fong, Between Two Cultures, pp. 90-91.
641 Xu, ‘Huo zhi bujie’, pp. 143-44.
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tho ro u g h ly  ex p ressed  though  his w ork  is n o t m o d e lled  on  the 
co n cre te  w orld .
■ s t » t r r s  ■
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T his s ta tem en t, w h ich  w as based  on  T ab le ’s perspec tive , co n tin u ed  X u B e ih o n g ’s 
fo rm u la tio n  o f  rea lism  in  h is speeches delivered  in  1926, as d iscu ssed  in C hap ter 
4. F o r X u  B eih o n g , fo rm  is the  p ivo ta l com ponen t o f  the  art o f  th e  ‘re a l’, and  the 
m oral p rin c ip le  fo r art. In 1931, X u  B eihong  pu b lish ed  an a rtic le  to  in tro d u ce  a 
d raw in g  o f  Ing res w h ich  he had  com e across in  Paris. H e q u o ted  In g re s ’ saying, 
‘Le d essin  est la p ro b ite  de I ’a r t ’ (D raw ing  is the  p ro b ity  o f  art) to  stress the  
p rio rity  o f  fo rm  in  a it .643 X u B eihong  transla ted  p ro b ite  in to  the C h in ese  term  
zhen ca o  (jiH H , ‘m o ra lity ’ o r ‘ch as tity ’). M oreover, he argued  th a t C h in a ’s 
reg ressio n  w as as a re su lt o f  h er lack  o f  th is v irtue.
S ince  a r t’s m o ra lity  w as form , i t  can  be understood  w hy  X u  B eih o n g  used 
such  an em o tio n a l w o rd  as ‘sh am e le ss’ to abuse W estern  m o d ern  pain ting . 
In g re s ’s co m m en t d em onstra ted  the p ro found  in fluence  o f  the  c lassica l tra in ing  
o f  F ren ch  art on  X u  B e ih o n g .644 In the  artic le  X in g u o h u a  j ia n li  de  b u zo u  (§rlS!
‘T h e  Steps o f  the E stab lishm en t o f  N ew  N atio n a l P a in tin g ’, 
1947), X u B e ih o n g  p ra ised  the d evelopm en t o f  C h inese  p a in tin g  o v er the 
p rev ious tw o decades, d u ring  w h ich  qu ite  a few  p ro fic ien t artis ts  in  rea lism  had  
appeared . T h is p ro g ress  sho u ld  b e  attribu ted  to  the  p ro m o tio n  o f  d raw in g  in 
C h in a ’s art w orld , becau se  draw ing  w as the basis o f  all k inds o f  p lastic  art. 
C onsequen tly , X u B eih o n g  p ro c la im ed  that d raw ing  from  n a tu re  w as the  so lu tion  
to  the  e s tab lish m en t o f  new  C h inese  p a in tin g .645
642 Xu, ‘Huo zhi bujie’, p. 136.
643 Xu, ‘Angeer de sumiao’, p. 161.
644 Ingres’ saying was the touchstone of the Academic curriculum. White, Canvases and Careers, 
p. 7.
645 Xu Beihong, ‘Xinguohua jianli de buzou’, in Xu and Jin, Xu Beihong yishu wenji, pp.
529-531 (p. 531).
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D ev e lo p in g  rea lis tic  sk ills by  d raw in g  fro m  natu re  w as also  stressed  in  the 
‘U n reso lv ed  D o u b ts ’ article. X u  B eihong  sta ted  th a t m od ellin g  a fte r n a tu re  w as 
the W ay {D ao  M )  o f  art. To ach ieve th is way, the barriers sho u ld  be  rem oved , 
in c lu d in g  the  F o u r W angs and  non-figu ra tive  W estern  m o d ern  pain tin g . X u 
B eih o n g  d em o n stra ted  th e  superio r sta tus o f  rea lism  in  h is m in d  b y  p ro c la im in g  
th a t h e  d id  n o t w o rsh ip  any ‘-ism s’ in  art, even  C lassic ism , ex cep t fo r rea lism .646 
A cco rd in g  to  the  con tex t, X u B eih o n g  shou ld  be re ferring  h e re  to  p ic to ria l 
rea lism  in stead  o f  the specific  F rench  p a in tin g  schoo l o f  the  n in e teen th  century. 
A s d iscu ssed  in  C h ap ter 4, rea lism  had  often  been  reg ard ed  by  X u  B e ih o n g  as a 
p a in tin g  m eth o d  ra th e r than  a pa in tin g  school. In  the  seven th  issu e  o f  M eizh a n , 
the  ren o w n ed  trad itio n a l p a in te r Z heng  W uchang  cited  C o u rb e t to  ch ee r the  
cand idates w ho  h ad  b een  re jec ted  by  the exh ib ition . C ourbet, the  p ro m o te r o f 
R ea lism  {X ieshi zh u y i), as Z heng  W uchang  called  it, opened  h is so lo  exh ib ition , 
en titled  ‘T h e  R ea lis t C o u rb e t’, after he  w as re jec ted  by  the  S a lo n .647 A lthough  
C o u rb e t w as n o t app roved  by  the  o ffic ia l exh ib ition , h is n o n -trad itio n a l sty le 
changed  th e  d u ll lan d scap e  o f  F rench  art.648 Z heng  W uchang  w as ac tive  in  the 
trad itio n a l C h in ese  p a in tin g  arena o f  Shanghai; nonetheless, h is  kn o w led g e  o f 
R ea lism  and  its re la tio n sh ip  w ith  the d eve lopm en t o f  W estern  m o d ern  a it 
revea led  th e  g row ing  m atu rity  o f  C h in a ’s a it field , in  w h ich  a co m p reh en siv e  
kn o w led g e  o f  W estern  art cou ld  now  be  acqu ired .649 M oreover, artists o f 
d ifferen t cam ps saw  grea te r exchange  o f  ideas and in fo rm ation . C o m p ared  to  the 
rev o lu tio n ary  im ag e  o f  Z h en g  W u ch an g ’s R ealism , X u  B e ih o n g ’s rea lism , w hich  
w as ro o ted  in  p ic to ria l verisim ilitude , dem onstra ted  far m ore  th e  in flu en ce  o f  the
646 Xu, ‘Huo zhi bujie’, pp. 136-137.
647 Courbet opened his one man exhibition in Paris in 1855, entitled ‘Le Realisme, G. Courbet1, 
Ernst Hans Gombrich, The Story o f  Art (London and New York, 2007), p. 384.
648 Zheng Wuchang, ‘Xiwang yu luoxuanzhe’ 'il'/iC/WS!, ‘My Hope for Those who Are 
Rejected by the Exhibition’, Meizhan, 7 (1929), p. 7.
649 A brief account of Zheng Wuchang, see Yun, Minguo shuhuajia huizhuan, pp. 316-317.
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A cadem y. H ow ever, X u B e ih o n g ’s em phasis on m od ellin g  a fte r n a tu re  w as in  
accord  w ith  C o u rb e t’s stance to ‘b e  the pu p il o f  no -one  b u t n a tu re .’650 R e a lism ’s 
reb e llio n  lay  in  its ob jec tion  to the c lassica l idea lised  beau ty  in p u rsu it o f  an 
em pirica l and  fa ith fu l rendering  o f  the concre te  w o rld .651 Its rev o lu tio n ary  
stance co in c id ed  w ith  X u B e ih o n g ’s refo rm ed  attitude  tow ards the conven tional 
parad ig m s o f  the m indscapes o f  lite ra ti pa in ting , w hich  he ad v o ca ted  sh o u ld  be 
b ased  on  d raw in g  fro m  n a tu re  in stead  o f  copy ing  p a in tin g  m anuals. In  te rm s o f  
innovation , p ic to ria l rea lism , w h ich  X u  B eihong  strived  to  p ro m o te  in  C hina, 
m igh t accord  w ith  rad ica l F rench  R ea lism  m ore  than  the acad em ic  rea lism . 
N ev erth e less , X u  B e ih o n g ’s rea lism  w as also in te rtw ined  w ith  n a tiona lism . W ith  
reg a rd  to n a tio n a l glory, X u  B e ih o n g ’s rea lism  and the F ren ch  acad em ic  rea lism  
appeared  to  co n v erg e .652 X u  B e ih o n g ’s rea lism  dem o n stra ted  the co m p lex ity  o f  
the ado p tio n  o f  the  W estern  artistic  system  in  C hina, as the  trad itions to be 
challenged  w ere  d ifferen t. M oreover, na tio n a lism  and m o d ern ity  w ere  o ften  
in te rtw in ed  in  tw en tie th -cen tu ry  C h inese  art.
To p ro c la im  a b reak  w ith  the academ ic  trad itions, R ea lism  advoca ted  
lo o k ing  at th e  w orld  w ith  a fresh  eye  in stead  o f  the academ ic  eye. T h ro u g h  
B o u rd ie u ’s s tudy  o f  the  w riting  o f  G ustave  F laubert (1821-1880) and  the 
pa in tings o f  M an et, be in g  free  from  the  academ ic  and S a lon  m o n o p o ly  m ade 
R ea lism  see th e  em ergence  o f  au tonom y  in the F rench  lite ra ry  and  a rtis tic  fields 
in the  n in e teen th  cen tu ry .653 T he m odern is t artists w ere thus p riv ileg ed  to be in  a 
sta te  o f  iso la tio n  o f  creation , free  from  patronage, p ic to ria l conv en tio n s, po litica l 
d ic ta tion  and  o th e r restra ins. X u Z h im o ’s perspec tive  on  m o d e rn is t pa in tin g
650 Gombrich, The Story o f  Art, p. 384.
651 Nochlin, Realism, p. 23.
652 See Chapter 4-2.
653 Chris Murray, Key Writers on Art; The Twentieth Century (London and New York, 2003), pp. 
56-61.
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apparen tly  in v o k ed  th e  c o n tex t o f  the  W estern  art w orld , s ince  he m ain ta in ed  that 
rea l a rt co u ld  n o t b e  m easu red  w ith  m oral im p lica tions, socia l d ic ta tio n  or 
p ic to ria l p a rad igm s. In  th is respect, X u Z h im o ’s k n o w led g e  o f  W estern  art 
appeared  m ore  co n tem p o rary  and m ore  accurate  than  X u  B e ih o n g ’s. T he 
em phasis  on  socia l respo n sib ility  and  v isual v e risim ilitude  m ad e  X u  B e ih o n g ’s 
rea lis t s tance  re la tiv e ly  co n serva tive  in  the lig h t o f  the d iscu rsiv e  fram ew o rk  o f  
W estern  m odern  art. T h e  d ispu te  b etw een  the tw o X us re flec ted  th e  co n flic t 
b e tw een  the m o d e rn is t cam p and the academ ic cam p in  the F ren ch  art w orld. 
T h e ir debates thus d em onstra ted  the  con tinuation  o f  the adop tio n  o f  W estern  
artistic  d isco u rse  in  C h in a ’s a rt w orld . N onetheless, X u  B e ih o n g ’s p ic to ria l 
rea lism  tu rn ed  ou t to be m odern  and revo lu tio n ary  in  te rm s o f  a b reak  w ith  the 
non -fig u ra tiv e  tend en c ies  o f  o rthodox  C hinese  pain ting . T h erefo re , th e  d ispu te  
over ‘D o u b ts ’ n o t on ly  rep lica ted  the con flic t in  F rench  art, b u t a lso  u n fo ld ed  the 
co n trad ic to ry  na tu re  o f  C h in a ’s ow n art f ie ld .654 T he conven tions o f  
rep resen ta tio n  w ere  d iam etrica lly  opposite  in  C hinese and  W estern  art. T he 
fo rm er w as dom in a ted  by  the abstrac t and exp ressive  b ru sh w o rk  o f  the  literati 
aesthetics, w h ile  the la tte r by  the narra tive  and rea listic  m odes. W h en  C hinese  
p a in tin g  u n d erw en t m odern isa tion , w hich  w as u shered  in  b y  C h in a ’s en co u n ter 
w ith  the  W est, it w as inev itab ly  m odelled  afte r the W est. H ow ever, the  
n o n -fig u ra tiv e  fa sh ions o f  W estern  m o d em  art seem ed  to acco rd  w ith  the 
trad itio n a l p arad ig m s o f  C h inese  pain ting , w hich  the rad ica l C h in ese  in te llec tuals  
and artists a im ed  to  d ism iss; w hereas the  realistic  rep resen ta tio n s th a t W estern  
m o d ern  art w an ted  to  b reak  w ith  w ere conceived  to  b e  the  d ev ice  fo r 
m o d ern is in g  C h in ese  pain ting . M oreover, the con tex ts fo r the  em erg en ce  o f  bo th  
C h inese  and  W estern  m o d em  art w ere also different. A u to n o m y  in  W estern
654 Wang, ‘Sketch Conceptualism as Modernist Contingency’, p. 103.
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m o d em  art a rose  as an  o b jec tion  to  cap ita lis t dom inance  in  the  m o d ern  socie ty  o f  
the W est.655 T h e  m o d ern isa tio n  o f  C hinese pain ting , how ever, and  the 
co n stru c tio n  o f  the  fine  art fie ld  w ere  m otivated  b y  the call fo r s tren g th en in g  
C hina. W estern  au tonom y w as em bod ied  in  the  b ohem ian  life -s ty le  o f  the artists, 
w h ile  th e  n a tio n a lis t e thos o f  the C h inese  art fie ld  led  artists to dem o n stra te  an 
obsession  w ith  C h ina. T h is d ifference w as also m an ifested  in  the  tw o X u s’ 
exp lana tions o f  th e  real. W h ile  X u Z him o defended  a rtis ts ’ eg o ism , X u  B eihong  
stressed  the  socia l re sp o n sib ility  o f  art.
A s rea lism  in v o k ed  the d ia lec tic  b e tw een  the  ‘true re a lity ’ and  the ‘m ere 
ap p ea ran ce ’ in  th e  W est, the  tw o X u s ’ d ispu te  also revea led  th e  d iv e rsity  and 
am bigu ity  o f  m ean in g  w ith  reference  to the term  zh e n ,656 A s d iscu ssed  in 
C h ap ter 2, zhen  cou ld  re fe r to veracity , reality , fac t and tru th . S in ce  it w as shared 
b y  bo th  o f  the  C h in ese  term s x iezh en  and  zhenx iang , p ic to ria l rea lism  w as thus 
seen to  b e  cap ab le  o f  re flec tin g  socia l reality. A ccord ingly , x iesh i, the C h inese 
eq u iv a len t o f  rea lism  and  the  tw en tie th -cen tu ry  neo log ism  to  rep lace  the 
ind igenous rea lism  o f  x iezhen , had  been  carry ing  the socia l re sp o n sib ility  o f 
rep resen tin g  soc ia l tru th  since it w as in troduced  in to  C hina. X u  B e ih o n g ’s 
d e fin ition  o f  zh en  d em o n stra ted  this percep tion  o f rea lism  and  reality , w h ich  w as 
perv asiv e  am ong  rad ica l in te llec tuals . N onetheless, X u Z h im o em p lo y ed  a m ore 
m etap h y sica l ap p ro ach  to th e  term  zhen. T he  tw o X u s’ p e rcep tio n  o f  the real 
re flec ted  the ex ten t to  w h ich  W estern  d iscou rse  h ad  been  tran sp lan ted  to  C h ina  
on  the one hand ; on  the o th er hand , it d em onstra ted  the level to w h ich  W estern  
d isco u rse  w as transla ted , app ropria ted  and d isto rted  by  its C h in ese  agen ts 
acco rd ing  to th e ir  p o s itio n  in  the  local art field . X u B e ih o n g ’s app ro p ria tio n  o f
655 Bourdieu, ‘The Field of Cultural Production, or: The Economic World Reversed’.
656 For the dialectic centred on realism and its relationship with modernism and post-modernism, 
see Pam Morris, Realism  (London and New York, 2005).
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the  real, w h ich  seem ed  to  gain  m o re  resp o n se  from  h is co n tem p o ra ries , revealed  
tha t th e  socia l ro le  o f  m odern  a it w as stressed  in C h ina, i.e. the  co n sid era tio n  o f  
the w ell-b e in g  o f  the n a tio n  and h e r peop le , as M ichel H o ck x  p o in ts  ou t.657 It 
also p o in ted  to the a ssoc ia tion  be tw een  C h in a ’s art fie ld  and the  national ethos, 
w hich  d is tu rb ed  th e  dev e lo p m en t o f  avan t-garde art in C h ina, and  also  led  to the 
W estern ised  artists tu rn ing  to  the c rea tion  o f  in k  p a in tin g  in  th e ir  la te r  careers, 
su ch  as X u  B e ih o n g .658
T h e  tw o  X u s ’ debates cen tred  on the real reflec ted  the  w id e  c ircu la tio n  o f 
W estern  m o d ern  art in  C hina, w hich  evoked  X u  B e ih o n g ’s d isap p o in tm en t as 
w ell as h is anx ie ty  tow ards the rep ressed  space fo r the p ro m o tio n  o f  h is realism . 
T h e  R ea lism , w h ich  Z h en  W uchang  in troduced , also seem ed  to  ch a llen g e  the 
rea lism  that X u  B e ih o n g  a im ed to  p rom ote  in C hina. H is an x ie ty  w as m an ifested  
in  h is p ro v o ca tiv e  ac tion  o f  w ithd raw ing  from  the exh ib itio n  and  h is censure  fo r 
the  m o d ern is t pa in ters. T he speeches o f  1926, w hich  w ere  ex am in ed  in  detail in 
the p rev ious chapter, rev ea led  tha t p ic to ria l rea lism  had  been  the  cen tra l issu e  in 
X u B e ih o n g ’s a rtis tic  though ts. T h ese  speeches he lped  to  e s tab lish  X u  B e ih o n g ’s 
rep u ta tio n  as a p ro m isin g  and m o d em  C hinese artist, w ho  w as a tru stw orthy  
agen t o f  W estern  art in  C hina. W ith  his fam e grow ing, X u B e ih o n g  too k  an 
in c reasin g ly  rig id  rea lis t stance. In  h is au tob iography  p u b lish ed  in  1930, X u 
B eih o n g  rep ea ted  h is b e lie f in realism . H e p rocla im ed  th a t h is goal w as to  pursue 
scho larly  art b y  m eans o f  seek ing  ‘the re a l’ (q iuzhen  in art. To reach  this 
goal, h e  w o u ld  strive  to p rom ote  rea lism  and p rev en t co m m erc ia lism .659 
T h rough  the  ap p ro p ria tio n  o f  the real, X u B eihong  co rre la ted  zh en  w ith  rea lism , 
tru th  and  sincerity , and  th is led  h im  to  re fe r to rea lism  as th e  b es t cu re  fo r bo th
657 Hockx, The Literary Field o f  Twentieth-Century China, pp. 12.
658 Croizier, ‘Post-Impressionist in Pre-War Shanghai’; Wang, ‘Sketch Conceptualism as 
Modernist Contingency’, pp. 127-130.
659 Xu, ‘Beihong zishu’, pp. 25-26.
269
socia l and  a rtis tic  crises. B y  m eans o f  the transla tion  and  ap p ro p ria tio n  o f  
rea lism , X u B e ih o n g  g radua lly  becam e a rem arkab le  agen t on  b e h a lf  o f  W estern  
a it in  C h ina; th en  he  in  tu rn  exerted  his agency  to conso lid a te  th e  im p o rtan ce  o f  
rea lism  in  th e  C h in ese  art field .
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5.3 The Conflicting Agencies
X u  B e ih o n g  w ith d rew  from  the N ational A rt E x h ib itio n  becau se  he w as 
d isap p o in ted  th a t the  ex h ib ition  w as con tro lled  by  fo rm alists . H ow ever, som e 
com m enta to rs p o in ted  o u t tha t w orks in the  sty le  o f  R ea lism  co n stitu ted  the  m ain  
part o f  th e  W este rn -sty le  pa in tin g  sec tion  at the  exh ib ition . T h ey  also  n o ticed  that 
there  w ere  few er w orks in  the sty le o f  P o st-im pression ism , w h ich  h ad  often  been  
the m a in s tream  o f  the  S han g h ai-b ased  exh ib itions.660 R ea lis tic  pa in tin g s, such  as 
those  o f  P an  Y uliang, w ere  held  in h igh  esteem  at the  N a tio n a l A rt E x h ib itio n  
(Fig. 144).661 E v en  X u  B eihong  h im se lf  said  in  ‘D o u b ts ’ th a t h e  w as d e ligh ted  to 
see  the ab sen ce  o f  such  W estern  m odern  pain tings as those  o f  M a tisse  and 
C ezanne  at the  exh ib ition . H is p ro tes t against the fo rm alis t d o m in an ce  m ay  have 
been  a im ed  at L iu  H a isu  and  the  S hanghai A rt A cadem y, w h ich  favoured  
P o st-Im p ressio n ism  and gu ided  the m ainstream  S hanghai art w orld .
L iu  H a isu  had  b een  an active figu re  in  the S hanghai art w o rld  since the 
1910s. A s w as d iscu ssed  in  C hap te r 2, L iu H a isu ’s S hanghai A it  A cad em y  w as 
am ong  the ea rlie s t art schoo ls to teach  W estern  p a in tin g  in  C hina. H e  w as also  a 
fo u n d in g  m em b er o f  the H eaven ly  H orse  Society , w hich  h e ld  exh ib itio n s 
annually  and  c la im ed  to  be  m odelled  on the F rench  S alon  and  the Jap an ese  
T eiten ,662 T he  S oc ie ty  w as active and  in fluen tia l in  S hanghai fro m  the la te  1910s 
to 1927, w h en  it w as suspended  due to the  po litica l u p h eav a l.663 L iu  H aisu  had
660 Li Yuyi, ‘Jiaoyubu quanguo meishu zhanlanhui canguanji (II)’ W r|s4HsSI
fE(22), ‘A Report of My Visit to the National Art Exhibition Held by the Ministry of Education:
II’, Funii, 15.7 (1929), pp. 1-4 (p. 2). Song, ‘Xiyang huapai xitong yu meizhan xihua pingshu’, p.
44.
651 Li, ‘Jiaoyubu quanguo meishu zhanlanhui canguanji (II)’, pp. 1-2. Hu Gentian 
‘Kanle diyici quanguo meizhan Xihua chupin de yinxiang’ STK5—
0 ., ‘The Impression of the Western-Style Paintings at the First National Art Exhibition’, Yiguan 
lif®, 3 (1929), pp. 37-40.
662 Liu, ‘Tianmahui jiujing shi sheme’, p. 66.
663 Huang Ke ‘Shanghai de meishu yuanxiao han meishu shetuan’ Ji
f its , ‘The Art Schools and Societies in Shanghai’, Duoyun 47 (1997), pp. 139-186 (p.
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dem o n stra ted  a lean in g  tow ards P ost-im p ressio n ism  and  av an t-g a rd e  art since the 
early  stages o f  h is a rtis tic  career. In 1918, L iu  H aisu  v isited  Jap an  and la te r 
pu b lish ed  a b o o k , en titled  R iben  x in m eish u  de x iny in x ia n g  ( El 0 1 ®
‘A  N ew  Im p ressio n  o f  the N ew  A rt in Jap an ’, firs t p u b lish ed  in  1921), in 
w h ich  he p ro v id ed  a de ta iled  account o f  Ja p a n ’s art exh ib itio n s and edu ca tio n .664 
T h e  b o o k  rev ea led  tha t L iu  H aisu  po ssessed  a com prehensive  k n o w led g e  o f  
W estern  art, fro m  C lassic ism  to  the la test trends o f  C ub ism  and  F u tu rism . H e 
observed  th a t P o s t-im p ressio n ism  had  gained  g reat p o p u la rity  in Jap an , and he 
p re fe rred  th is k in d  o f  art o f  sensib ility  to that o f  ra tionality .665 M oreover, L iu  
H a isu ’s in te rest in new  art w as m an ifested  in his com m en ts on  th e  ex h ib ition  
organ ised  b y  the N ika ka i  (— ‘Se c ond D iv ision  S o c ie ty ’), an  artistic  
assoc ia tion  w h ich  h ad  been  fou n d ed  in  1914 by  p ro g ressiv e  artists in  an a ttem pt 
to  b reak  aw ay  fro m  the in fluence  o f  offic ia l authority .666 L iu  H a isu  had  a h igh  
reg ard  fo r th is  av an t-g ard e  exh ib ition . A m ong  the w orks d isp lay ed  in  the  N ikaka i 
ex h ib ition , he  reco m m en d ed  in  pa rticu la r the pain tings o f  the  a rtis ts  Y orozu 
T etsugoro  1885-1927) and  Togo Seiji O O T lf J M , 1897-1978), w hich
w ere  ex ecu ted  in  the sty les o f C ub ism  and F u tu rism  (Fig. 146).667 L iu  H a isu ’s 
pen ch an t fo r W estern  m odern  art w as also m an ifest in h is o w n  pa in tin g . T h e  bold  
b ru sh w o rk  and  b rig h t co lo u r in  his w orks often  caused  h im  to  be co m p ared  w ith  
Van G ogh  (Fig. 147).668
L iu  H a is u ’s en th u siasm  fo r art led  h im  to  develop  an a ll-ro u n d  career. In 
add ition  to C ai Y uanpei, he  w as ano ther key  perso n  beh ind  th e  m o v e  to  bring  the 
n a tiona l art ex h ib itio n  to reality. S ince 1922, he had  p ro p o sed  to th e  E duca tion
148).
664 Liu Haisu, Riben xinmeishu de xinyinxiang (Shanghai, 1925).
665 Liu, Riben xinmeishu de xinyinxiang, p. 16.
666 For a short account of Nikakai, see the website, 
http://www.artnet.com/library/06/Q625/t0625QQ.asp.
657 Liu, Riben xinmeishu de xinyinxiang, pp. 60-69.
658 Sullivan, A rt and Artists o f  Twentieth-Century China, p. 73.
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M in istry  severa l tim es th a t a n a tiona l a it  exh ib ition  sho u ld  be o rg an ised .669 
B ecause  th ere  seem ed  little  hope o f  h o ld ing  an art ex h ib itio n  on  a na tional scale 
soon , L iu  H aisu  then  p ro p o sed  in stead  th a t a p rov incia l art ex h ib itio n  shou ld  be 
o rgan ised  first. T h is  p ro p o sa l w as approved  and led  to  the  A rt E x h ib itio n  o f 
J iangsu  P rov ince , the  firs t p rov inc ia l art ex h ib ition  in  C hina, w h ich  w as h e ld  in  
S hanghai in  1924 .670 In 1927, w hen  a N a tiona l A rt E x h ib itio n  w as fin a lly  being  
o rgan ised , L in  F en g m ian  w as appo in ted  its p rinc ipal adm in is tra to r.671 L iu  H aisu  
d id  no t tak e  u p  the  d irec to rsh ip  o f  the  N ational A rt E xh ib itio n  perhaps because  o f 
h is ow n tu rb u len t state: h e  fled  to  Japan  in  A pril 1927 fo r p o litic a l rea so n s .672 
L ater, he  w as asked  by  C ai Y uanpei to m ake a survey  o f  art in  E u ro p e  in  1928.673 
A lth o u g h  L iu  H a isu  w as in  E urope  d u ring  the art ex h ib ition , severa l o f  h is 
co lleagues to o k  s ig n ifican t positions in  the o rgan isation  o f  th e  ex h ib ition . Jiang  
X iao jian  (YXdvfI>  1894-1939) and  W ang Jiyuan  1893-1975), w ho w ere
resp o n sib le  fo r exh ib itio n  arrangem ent, w ere  b o th  p ro fesso rs in  th e  S hanghai A rt 
A cadem y. Y ang Q ingq ing , the ch ie f ed ito r o f  M eizhan , w as a lso  a m em b er o f 
sta ff o f  th e  S h an g h a i A rt A cadem y.674 M oreover, X u Z h im o  also  lo oked  fo r L iu  
H a isu ’s su p p o rt w h en  he  and X u  B eih o n g  w ere  in  d isp u te  over W estern  m odern  
art in  C h in a .675 L iu  H a isu ’s long -te rm  active partic ip a tio n  in  th e  S hanghai art 
w orld  m ean t th a t he w as still in fluen tia l in  the 1929 ex h ib itio n , a lthough  he  left 
fo r E u ro p e  a fte r the  ex h ib ition  had  opened.
669 Yen, ‘Guanfang meishu wenhua kongjian de bijiao’, pp. 630-634.
670 Liu Haishu, 'Jiangsusheng diyijie meizhan' —HiIt M, ‘The First Art Exhibition of
Jiangsu Province’, in Zhu and Yuan, Liu Haisu yishu wenxuan, pp. 90-93.
671 Yen, ‘Guanfang meishu wenhua kongjian de bijiao’, p. 634.
672 Zhao Li /SIX and Yu Ding ^ X  eds., 1542-2000 Zhongguo youhua wenxian 1542-2000 TES 
yfiifc&JiR, ‘A Bibliography of Chinese Oil Painting, 1542-2000’ (Hunan, 2002), pp. 514-515.
673 Liu Haisu was appointed to make a trip to Europe in 1928, and he started his journey in 1929. 
He arrived in Paris in March 1929. Yuan Zhihuang XXT-i., ‘Nianpu’ XHft. ‘Chronology’, in Zhu 
and Yuan, Liu Haisu yishu wenxuan, pp. 545-546.
674 Yen, ‘Guanfang meishu wenhua kongjian de bijiao’, pp. 634-635.
675 Xu Zhimo, ‘Zhi Liu Haisu xin shijiu tong’ ‘Nineteen Letters to Liu
Haisu’, in Xu Zhimo quanji: Xiju shuxinji, ‘Compilation of Xu
Zhimo: The Volume of Drama and Letters’ (Hong Kong, 1863), pp. 130-149 (pp. 138-141).
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L iu  H a isu  b ecam e  an  acknow ledged  agent o f  W estern  art in  C h in a ’s art 
w o rld  ea rlie r th an  X u  B eihong. In  the 1920s, w hen  X u B eih o n g  w as p u rsu in g  art 
s tud ies in  P aris , L iu  H a isu  strived  to p rom ote  P o st-Im p ressio n ism  in  C hina. In  
1922, L iu  H a isu  m ade  a speech  about the  la tes t trends in  W este rn  m o d em  
p a in tin g  to  the B e ijin g  U n iversity  P ain ting  R esearch  S ocie ty  at th e  inv ita tio n  o f 
C ai Y uanpei.676 In the speech , he in troduced  th e  new  sty les o f  W estern  pain ting , 
such  as P o st-im p ressio n ism , C ubism , F u tu rism , E x p ressio n ism  and  o thers. H e 
h ad  a h ig h  reg a rd  fo r P ost-im p ressio n ism  as the fo reru n n er o f  new  W estern  art, 
in  tha t i t  aban d o n ed  ra tio n a l rea lism  in pu rsu it o f  su b jec tive  ex p re ss io n .677 Liu 
H aisu  argued  th a t art had  to  rep resen t an a rtis t’s sincere  fee lings. H is p o in t o f 
v iew  m atch ed  th a t o f  X u  Z him o as expressed  in  ‘I H av e  D o ub ts, T o o ’. In 
add ition  to the  speech , L iu  H aisu  also  he ld  his ow n one-m an  sho w  in  B eijing  
from  15 to  18 Jan u ary  1922. C ai Y uanpei p u b lish ed  a specific  a rtic le  to in troduce  
L iu  H a isu  and  h is art. In  th is article, C ai Y uanpei po in ted  o u t th e  in flu en ce  o f 
P o s t-im p ress io n ism  on  L iu  H aisu , as d em onstra ted  in  L iu  H a isu ’s h o n est 
rep resen ta tio n  o f  his fee lings in  his landscape p a in tin g .678 L iu  H a isu ’s sta tus as 
the C h in ese  sp o k esm an  fo r P ost-im p ressio n ism  w as also  co n firm ed  in  the 
rev iew s o f  the 1929 N a tiona l A rt E x h ib itio n .679 L ook ing  at C h in ese  artists, L iu 
H aisu  fo u n d  in  S h i T ao ’s T E r li ,  1642-1708) p a in tin g  a co rresp o n d en ce  w ith  
P o st-im p ress io n ism  (Fig. 148). H e  argued  that the m indscape  w h ich  w as 
rep resen ted  in  S h i T ao ’s p a in ting  w as in  accordance  w ith  th e  in n er rea lity  o f  
P o st-im pression ism . A ccord ingly , h e  suggested , lon g  be fo re  P ost-im p ressio n ism ,
676 Liu Haisu’s speech was entitled, Xiandai huihuci de xinqvshi New 
Trends in Modern Painting’). The content was published in Beijing daxue rikan, 10, 12 & 13 
January 1922.
677 Beijing daxue rikan, 10 January 1922.
678 Beijing daxue rikan, 16 January 1922
679 Song, ‘Xiyang huapai xitong yu meizhan xihua pingshu’, p. 44.
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m o d em  art h ad  sta rted  in  C h ina  as early  as Shi T ao ’s tim e .680 T h e  v igorous 
b ru sh w o rk  and  v iv id  co lours in  L iu H a isu ’s la ter lan d scap e  p a in tin g  rep resen ted  
a h y b rid  sty le, d em o n stra tin g  the in fluence  o f  bo th  S h i Tao and 
P o st-im p ress io n ism  (Fig. 147).
L iu  H a isu  spo k e  o f  P o st-im p ressio n ism  in  g low ing  term s. H e  a lso  com pared  
the  ex p ressiv e  b ru sh w o rk  o f  C h inese  pain ting  w ith  the art o f Im p ressio n ism . H is 
p e rsp ec tiv e  w as s im ila r to tha t o f  trad itional pain ters, such  as C h en  S h izeng , as 
d em o n stra ted  in  h is o ften -c ited  ‘T he V alue o f  L itera ti P a in tin g ’.681 In the 1920s, 
the  fo rce  o f  trad itio n a l C h inese  pain tin g  in  C h in a ’s art w orld  w as still g rea ter 
than  th a t o f  W estern  art. T he n u m b er o f  trad itiona l p a in tin g  so c ie ties  w as about 
th ree tim es tha t o f  tho se  devo ted  to  W estern  art. A cco rd ing  to the  ca lcu la tio n s o f 
the sch o la r Yen C huan-y ing , from  1900 to  1929 there  w ere  tw en ty -o n e  societies 
devo ted  to  trad itio n a l p a in tin g  and six  societies fo r W estern  p a in tin g  in 
S h an g h ai.682 S evera l o f  the W estern  pain tin g  societies w ere  se t up b y  the s ta ff  o f 
the S hanghai A rt A cadem y. In  add ition  to  the  H eav en ly  H o rse  Society , the 
E astern  P a in tin g  S o c ie ty  (D o n g fa n g  h uahu i 1915) and  th e  A ssoc ia tion
o f  C h in ese  A rt (Z h o n g h u a  m eishu  x ieh u i 1916) w ere  se t up  by
C hen  B aoy i, W ang  Y achen  and W u Shiguang , w ho w ere  all p ro fesso rs  a t the 
S hanghai A rt A cadem y .683 G iven  the s ign ificance  o f  the  S h an g h ai A rt A cadem y  
in  the  W estern  art a rena  o f  S hanghai, L iu H a isu ’s p ro m o tio n  o f  
P o st-im p ressio n ism  w as bound  to gain  popularity . M oreover, b y  lin k in g  
P o st-im p ress io n ism  and  trad itional C h inese  pain ting , W estern  m o d ern  art w ou ld  
b ecom e m o re  co n so lid a ted  because  o f  the response  from  th e  trad itio n a l pain ting
680 Liu Haisu, ‘Shi Tao yu Houqi yinxiangpai’ ‘Shi Tao and 
Post-impressionism’, in Zhu and Yuan, Liu Haisu yislut wenxuan, pp. 69-73.
681 Chen Shizeng’s perspective on literati painting and modern Western ait has been discussed in 
Chapter 3.
682 Yen, ‘Guanfang meishu wenhua kongjian de bijiao’, p. 653.
683 For a full account of Shanghai’s art schools and societies before 1949, see Huang, ‘Shanghai 
de meishu yuanxiao han meishu shetuan’.
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circle. A ll o f  th is m ean t th a t X u B eihong  had  to face  a h u g e  cha llen g e  to p rom ote  
h is academ ic  rea lism  in  the S hanghai art w orld  w hen  he re tu rn ed  to  C h in a  in  the 
la te  920s.
A s d iscu ssed  in  the p rev ious chapter, X u B eihong  qu ick ly  assu m ed  the  ro le  
o f  a new  acco m p lish ed  p ro m o te r o f  W estern  art du ring  h is re tu rn  jo u rn e y  in 1926. 
In  severa l o f  the speeches th a t he  m ade at this tim e, X u  B e ih o n g  d id  n o t reveal 
any obv ious d is lik e  o f  the  m odern is t pain ters, a lthough  h is em p h asis  on 
p a in stak in g  c ra ftsm an sh ip  had  d em onstra ted  this tendency. In a  sp eech  delivered  
to the  C h in ese  U n iv e rsity  o f  A rt, X u B eihong  m en tio n ed  M anet, C ezanne  and 
M atisse  as exam ples o f  the  varie ty  o f  sty les in F ren ch  art, bu t w ith o u t the sam e 
b itte r c ritic ism  o f  W estern  m odern  art th a t h e  la te r exp ressed  in  ‘D o u b ts ’. H e 
argued  th a t th e re  w ere  no  abso lu te  standards b y  w hich  to  ev a lu a te  w h ich  style 
w as b e tte r and  w h ich  w as w o rse .684 H ow ever, h is rea lis t s tance  grew  m o re  and 
m ore  in g ra in ed  after h e  re tu rned  to  Shanghai in 1927. It seem ed  th a t X u B eihong  
w as eager to  c la im  h is p o sitio n  in  the  S hanghai art w orld . In the  A sso c ia ted  A rt 
E x h ib itio n  h e ld  in  S ep tem ber 1927, to w hich  X u B eih o n g  also  co n trib u ted  som e 
o f  h is pa in tin g s, h e  c ritic ised  the draw ings o f his friend  C h an g  Y u fo r th e ir  lack  
o f  constru c tio n , a lth o u g h  he acknow ledged  that they  rep resen ted  a spec ia l 
f lav o u r (q iqu  Trf ill).685 T h e  sim p lic ity  o f line and com p o sitio n  as w ell as the 
d eco ra tiv e  co lo u r and  sensua l nudes in C hang Y u’s pain tings h av e  o ften  led  to 
h im  be in g  ca lled  th e  ‘C h inese  M a tisse ’ (Fig. 9 9 ).686 E u g en e  W ang  used  C hang 
Y u’s art to ex em p lify  X u Z h im o ’s artistic  thoughts in  the tw o  X us d eb a te  o f 1929. 
C hang  Y u’s pain tin g s w ere  held  in  h igh  esteem  by  X u  Z h im o , w ho  re fe rred  to the
684 Xu Beihong, ‘Zai Zhonghua yishu daxue jiangyanci’, in Xu and Jin, Xu Beihong yishu wenji, 
pp. 93-95 (p. 94).
685 Xu, ‘Meishu lianhe zhanlanhui jilue’, p. 19.
685 Jones, ‘San Yu1, p. 228. Wang, ‘Sketch Conceptualism as Modernist Contingency’, p. 116.
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d isto rted  legs o f  C hang  Y u’s nudes as ‘cosm ic  le g s ’.687 A s m en tio n ed  in C hap ter 
4, X u B e ihong , C hang  Yu and  X u  Z h im o developed  a frien d sh ip  w h en  they  w ere 
in P a iis  in  the 1920s. C hang  Yu and X u Z h im o  still re ta in ed  th e ir  c lo se  
re la tio n sh ip  after X u  Z h im o m oved  back  to C hina. T h e ir frien d sh ip  w as 
d em o n stra ted  in  a le tte r w h ich  X u  Z him o sen t to L iu  H aisu  a fte r th e  tw o X us 
d ebate  to  co m p la in  o f  X u  B e ih o n g ’s s tubbornness and  to  en lis t su p p o rt fro m  the 
overseas stu d en t c irc le .688 In  th is letter, X u Z him o also  rem in d ed  L iu  H aisu  o f  
the h o rse  p a in tin g  th a t C hang  Yu had  p ro m ised  to  execu te  fo r h im . D u ring  L iu  
H a isu ’s so jo u rn  in  P aris, X u Z h im o con tinued  to w rite  to  h im  and  in  h is letters he 
also rev ea led  h is co n cern  fo r C hang  Yu.689 It seem s th a t X u Z h im o  and C hang  
Yu then  fo rg ed  an  alliance  w ith  L iu  H aisu  because  o f  th e ir s im ila r p e rsp ec tiv e  on 
art. H ow ever, X u  B e ih o n g  parted  com pany  w ith  them  011 th e  issu e  o f  m odern ity  
in  C h inese  art and  to o k  th e  d iam etrica lly  opposite  stance.
S in ce  C hang  Yu w as regarded  as the  C h inese M atisse , X u  B e ih o n g ’s 
critic ism  o f  his pa in tin g s fo r th e ir non -figu ra tive  tendencies p red ic ted  his la ter 
co n d em n atio n  o f  M atisse  and  o ther m odern ist pain ters. In  the  sam e year o f  1927, 
X u  B e ih o n g  p u b lish ed  ano ther artic le  to in troduce  the art o f  the S w ed ish  p a in te r 
A nders Z o rn  (1 8 6 0 -1 9 2 0 ).690 Z o rn ’s pa in tin g  com bined  the  a tm o sp h eric  effects 
o f  Im p ressio n ism  w ith  the tho ro u g h  techniques o f  rea lism , w h ich  w as 
rem in iscen t o f  the  w orks o f  the  F rench  academ ic  pain ters (F ig , 149).691 In this 
article, X u  B e ih o n g  ra ted  Z o rn ’s w o rk  h ig h ly  as the ex em p lifica tio n  o f  sincerity  
0zhenshua i J p | l ) ,  and  censu red  R enoir, B onnard , C ezanne and  M atisse  fo r the
687 Chen, San Yu, p. 42.
688 Xu, ‘Zhi Liu Haisu xin shijiu tong’, pp, 138-139.
689 Chen, San Yu, pp. 26-28.
690 Xu Beihong, ‘Zorn luezhuan’ ‘A Brief Account of Zorn’, in Xu and Jin, Xu
Beihong yishu wenji, pp. 113-121.
691 Karl Asplund, Anders Zorn: His Life and Work (London, 1921).
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in fe rio rity  and  v u lg a rity  o f  the ir pa in tin g s.692 X u B e ih o n g ’s o p in ions g iven in  
th is a rtic le  share  a g rea t s im ila rity  w ith  the p o in t o f  v iew  he  ex p ressed  in  
‘D o u b ts ’. H is h o stile  a ttitude  tow ards W estern  m odern  p a in tin g  m ay  have  been  a 
resp o n se  to  the  d iv is io n  in  the S hanghai art fie ld  at th a t tim e. In  1926, a 
cam p aig n  aro se  at the S hanghai A rt A cadem y. Som e sta ff seced ed  fro m  the 
S hanghai A cad em y  and estab lished  the X in h u a  A rt A cadem y .693 Z h u  Y ingpeng 
1895-?), the  w riter o f  the art co lum n in  Shenbao , and  also  a p ro fesso r at 
the  X in h u a  A rt A cadem y, p roc la im ed  in  1927 that the  artists in v o lv ed  in  the 
A ssoc ia ted  A rt E x h ib itio n  w ou ld  re fuse  to p artic ip a te  in  the  N a tio n a l A rt 
E x h ib itio n  i f  the  la tte r coopera ted  w ith  ‘depraved  and dece itfu l p e o p le ’ (fuhua  yu  
h u d ia o fe n z i  w h ich  is a reference  to  L iu  H a isu  and  the
S hanghai A rt A cadem y .694 Z hu Y ingpeng po in ted  sp ec ifica lly  to  the d iv is io n  in  
the  S h an g h ai art w orld  in the article, N a n b ei y ishu jie  tuan jie  de tu jing
‘T he  W ay to U n ite  the N orth ern  and S ou th ern  A rt F ie ld s ’), 
w h ich  w as p u b lish ed  in the O ctober 1927 ed ition  o f  S h en b a o ,695 In  this article, 
Z hu  Y ingpeng  also  c ritic ised  the  G reat B eijing  A rt M eetin g  (B eijin g  y ish u  dahu i 
W l r ^ t l r )  fo r the  d isp lay  o f  o ld -fash ioned  form s o f  art, su ch  as trad itional 
opera, m usic  and pain ting . H e  then  p ra ised  the A ssocia ted  A rt E x h ib itio n , w hich  
exh ib ited  the  w orks o f  X u B eihong , C hang  Yu, C hen  B aoy i and  o thers, for 
rec tify in g  the fa ilings o f  the  G rea t B eijing  A rt M eeting  by  re jec tin g  n on -crea tive  
m usic  and  theatre , as w ell as h e rm it pain tings. B y  th is m eans, Z hu  Y ingpeng 
w arned  the  N o rth e rn  artists no t to  associa te  w ith  the d eg en era te  artists o f 
S hanghai o th e rw ise  the p a rtic ipa to rs in  the A ssocia ted  A rt E x h ib itio n  w ould  
w ithdraw  from  the  1929 N a tiona l A rt E xh ib ition . T he  m ain  N o rth e rn  artist w hom
692 Xu, ‘Zorn luezhuan’, p. 119.
693 Huang, ‘Shanghai de meishu yuanxiao han meishu shetuan’, p. 153,
694 Yen, ‘Guanfang meishu wenhua kongjian de bijiao’, p. 655.
695 Zhu Yingpeng, ‘Nanbei yishujie tuanjie de tujing’, Shenbao, 22 October 1927.
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Z hu Y ingpeng  w as w arn in g  w as L in F engm ian , w ho w as the o rg an ise r o f  the 
G reat B eijing  A rt M ee tin g .696 D ue to  po litica l upheaval in  the N orth , C ai 
Y uanpei, L in  F en g m ian  and  o ther B eijing -based  artists m o v ed  dow n  south , 
w h ich  gav e  r ise  to  the  occu rrence  o f  the  firs t N ational A rt E x h ib itio n . T he 
gath erin g  o f  artists fro m  all over the coun try  increased  the  v ig o u r o f  S h an g h a i’s 
art w orld , b u t also  agg rava ted  the con flic t w hich  ex isted  in  the  a rt field .
Z h u  Y in g p en g ’s artic le  po in ted  ou t the  d iv ision  in  the  S hanghai art w orld  as 
w ell as th e  sense  o f  superio rity  fe lt in  the city. L in  F en g m ian  w e n t to  F rance  to 
study  art in  1919 and re tu rn ed  to C h ina  to take charge o f  the  N a tio n a l B eijing  A rt 
C o llege  in  1926. B ecause  the w arlo rd  Z hang  Z uo lin  1875-1928) c losed
the S choo l, L in  F en g m ian  then  w en t dow n to  S hanghai and  assis ted  C ai Y uanpei 
in d ev e lo p in g  the idea  o f  con tinuous art education .697 C o m p ared  w ith  the artists 
m en tio n ed  above, such  as Z hu Y ingpeng, L iu  H aisu , C hen  B aoy i, and  o thers, L in  
F en g m ian  w as a n ew co m er in  the S hanghai art w orld . N o n eth e less , L in  
F en g m ian  dem onsh 'a ted  h is asp ira tions in  art by  active ly  p a rtic ip a tin g  in  various 
artistic  activ ities. In  1927, he organ ised  the large-scale  G reat B e ijin g  A rt M eeting , 
w hich  c la im ed  to  m odel itse lf  after the  F rench  S a lon  and  a im ed  to  un ite  artists all 
o ver the  nation . T h e  co m m ittee  o f  the  A rt M eeting  issued  the o ften -c ited
m anifesto :
D o w n  w ith  the  trad itio n  o f  copying!
D o w n  w ith  the  art o f  the aristocratic  m inority!
D o w n  w ith  the  an tisocia l a il tha t is d ivorced  from  the  m a s s e s !
U p  w ith  th e  crea tiv e  art th a t rep resen ts the  t im e s !
U p  w ith  th e  art tha t can be shared b y  all the people!
U p  w ith  th e  p e o p le ’s art tha t stands at the  c ro ssro ad s!698
696 For a full account of the Great Beijing Art Meeting, see ‘Beijing yishu dahui’ 4t^SSf$TAltr> 
‘The Great Beijing Art Meeting’, Yishujie JgfjttfJFL 16 (1927); also in Zhao and Yu, 1542-2000  
Zhongguo youhua wenxian, pp. 518-519.
697 Liu, ‘Yaboluo yu Yishu yundong she’, p. 3.
698 Sullivan, A rt and Artists o f  Twentieth-Century China, p. 44.
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T his m an ifesto  o b v iously  echoed  C hen  D u x iu ’s appeal to  w rite rs  to  overth row  
aristocratic , c lassica l and fo rest lite ra tu re  in  pu rsu it o f  n a tional, rea lis tic  and 
social lite ra tu re  in  h is  1917 article, W enxue g em ing lun  ‘O n the
L ite ra ry  R e v o lu tio n ’), w h ich  had  becom e the  m o st rep resen ta tiv e  m an ifesto  o f  
the  N ew  C u ltu re  M o v em en t.700 T he m anifesto  o f  the  G rea t B e ijin g  A rt M eeting  
d em o n stra ted  L in  F e n g m ia n ’s asp ira tions to lead  a new  rev o lu tio n  in  art as the 
N ew  C u ltu re  M o v em en t had  done  in lite ra tu re . L in  F e n g m ia n ’s p assio n  fo r art 
co n tinued  in  th e  sta tem en t ‘A  L ette r to the N a tiona l A rt F ie ld ’, w h ich  w as 
p u b lish ed  in  the  sam e y ear o f  1927. In th is s ta tem ent, L in  F en g m ian  rep ea ted  his 
call to  artists a ll over th e  coun try  to  un ite . M oreover, he  ad v o ca ted  rep lac ing
701  *re lig io n  w ith  a rt and  em p h asised  the social re sp o nsib ilities  o f  art. L in
F e n g m ia n ’s a rtis tic  sta tem en t apparen tly  fo llo w ed  C ai Y uanpei and  the 
re fo rm -m in d ed  in te llig en ts ia  o f  the N ew  C ultu re  M ovem ent. H is rev o lu tio n ary  
a ttitude  tow ards art rem ain ed  after he  m oved  to  H angzhou  to  h ead  th e  N ational 
H an g zh o u  A cad em y  o f  A rt in  1928. T he A rt M o v em en t S o c ie ty  ( Yishu  
y u n d o n g sh e  W Ils lI ltljE l:)  w as fou n d ed  in  the sam e year. Its  m an ifesto  c la im ed  to 
deny  co m p le te ly  the value o f  trad itional art and to associa te  w ith  the artists 
p reo ccu p ied  w ith  c rea ting  new  art, w h ich  con tinued  L in  F e n g m ia n ’s rad ica l 
s tan ce .702
699 ‘Beijing yishu dahui’, p. 519.
700 Chen, ‘Wenxue geming lun\
701 Lin, ‘Zhi quanguo yishujie shu\
702 Lin Wenzheng ‘Yishu yundongshe xuanyan’ mW. ‘The Manifesto of
the Art Movement Society’, in Zhao and Yu, 1542-2000 Zhongguo youhua wenxian, p. 572.
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L in  F e n g m ia n ’s rev o lu tio n ary  attitude  m ay  no t on ly  hav e  b een  a im ed  at 
trad itiona l C h inese  pain ting , b u t also at the W estern -sty le  p a in tin g  in  the 
S hanghai a rt w orld . T h e  S hanghai-based  artists, such  as C h en  B ao y i, D ing  
Y anyong and  N i Y ide, h ad  all lea rn t pa in tin g  in Japan . A lth o u g h  L iu  H aisu  d id  
no t take  art co u rses  at schoo ls in  Japan , h is know ledge o f  W estern  m o d ern  art 
w as acq u ired  th ro u g h  Japan  firs t in stead  o f  fro m  E u ro p e  directly . M oreover, the 
teachers in  th e  S hanghai A rt A cadem y, such  as D ing  S o n g  and  C h an g  Y uguang, 
w ere  b o th  in flu en tia l in  the com m ercia l art arena o f  S hanghai, as d iscu ssed  in 
C h ap ter 2, O n the  o th er hand , the staff o f  the N a tiona l H an g zh o u  A cad em y  o f A rt 
had  m o stly  s tu d ied  art in  F rance, such as L i Jinfa , L in  W enzheng  (# > C $ rh  
1903-1990), L iu  J ip iao  (fJBUklO, W u D ayu  1903-1988), C ai W eilian
1904-1939), and  o thers.703 In  addition  to e s tab lish in g  th e  A rt 
M o v em en t Society , the  N a tiona l H ang zh o u  A cadem y  o f  A rt a lso  issued  the 
jo u rn a l A p o llo  in  1928. T h e  articles pub lished  in  A p o llo  rev ea led  th a t the 
N a tiona l H an g zh o u  A cad em y  o f  A rt a im ed to p u t C ai Y uanpei 5s artistic  ideals 
in to  p rac tice , lo o k ed  fo r the  best w ay  to com bine  C hinese  and  W estern  art, 
p ro m o ted  scu lp tu re , and em p h asised  the im portance  o f  d raw in g  in  the  art 
cu rricu lu m .704 I t appeared  th a t L in  F engm ian  in tended  to m ak e  the  N a tiona l 
H an g zh o u  A cad em y  o f  A rt the b ase  fo r the artistic  N ew  C u ltu re  M o v em en t as 
w ell as fo r ‘au th en tic ’ W estern  art, that is W estern  art d irec t fo rm  its o rig ins 
in stead  o f  th ro u g h  a th ird  party  such  as Japan.
A fte r h ead in g  the N a tiona l H angzhou  A cadem y  o f  A rt, L in  F en g m ian  w as 
seem in g ly  too b u sy  to  take  charge  o f  the A cadem y and  the E x h ib itio n  at the  sam e 
tim e. So the d irec to rsh ip  w as then  m oved  into the hands o f  the  S h an g h ai A rt 
A cadem y. In  tran sfe rrin g  the d irec to rsh ip , L in  F en g m ian  tried  to  re ta in  part o f
703 Liu, lYciboluo yu Yishu yundong she’, p. 4.
704 Liu, ‘Yaboluo yu Yishu yundong she’, pp. 6-12.
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the  p o w er b y  p ro p o sin g  an associa ted  d irec to rsh ip . H ow ever, h is p ro p o sa l w as 
n o t app roved  and the  lead ersh ip  w as then  m ade up o f  the  S h an g h ai A rt A cadem y 
and  the  rea lis t p a in te r L i Y ish i.705 L in  F engm ian  still ex h ib ited  severa l pain tings 
in  th e  N a tio n a l A rt E x h ib itio n , in c lud ing  N a nfang  (K-IA, T h e  S o u th ’), Juan  ({#, 
‘W earin ess’), H a i ($$, ‘S e a ’), and G ongxian  ( H i ,  ‘T rib u te ’).706 O ther 
m em bers o f  th e  s ta ff  o f  th e  N ational H angzhou  A cadem y  o f  A rt, su ch  as C ai 
W eilian  and  W u D ayu  also p artic ip a ted  in  the  N a tiona l A rt E x h ib itio n .707 
H ow ever, th e ir  d isap p o in tm en t w ith  the  N ational A rt E x h ib itio n  w as sta ted  
b lu n tly  in  A p o llo . T h e  artic le , D iyiyie  ‘T he F irs t P a g e ’), c ritic ised  the
fact th a t th e  N a tio n a l A rt E x h ib itio n  w as filled  w ith  ‘p o o rly  m ad e  fa k e s ’ (C uzhi 
lanzao  de ya n p in  Iffii]ip) and appealed  to specta to rs to p u t th e ir hopes
fo r art on  the  W est L ak e  E x p o sitio n  (X ihu bo lanhu i H W JM ’l i t l r X  w hose  art hall 
w as o rg an ised  b y  the N atio n a l H angzhou  A cadem y  o f  A rt.708 O n 24  M ay  1929, 
on ly  one  m o n th  a fte r the N atio n a l A rt E xh ib ition , L in  F en g m ian  and  the  N ational 
H an g zh o u  A cad em y  o f  A rt opened  an  exh ib ition  in S hanghai, c la im in g  to im ita te  
the F ren ch  Sa lo n  des R efu ses  (S alon  o f  R ejects) and  to  ex h ib it th e  w orks o f  real 
art w h ich  h ad  b een  re jec ted  by  the  N ational A rt E x h ib itio n .709 L in  F engm ian  
exh ib ited  h is  p a in tin g  R en le i de tongku  (A I J O T f l i^ f ,  ‘H u m a n ity ’s P a in ’, 1929) 
(Fig. 88), In  th e  p ic tu re  o f  th is pa in ting , the d isto rted  h u m an  to rsos are d isso lved  
in  the  b lack  v o id  o f  the background . T he  bo ld  b rushstrokes and  h eav y  co lours 
re in fo rce  the  to rtu re  the  hum ans are suffering . L in  F e n g m ia n ’s pa in tin g , w hich
705 Yen, ‘Guanfang meishu wenhua kongjian de bijiao’, pp. 655-656.
706 http://ed.arte.gov.tw/nae/index.aspx,
707 For their works in the National Art Exhibition, check the website, 
http://ed.arte.gov.tw/nae/index.aspx.
708 ‘Diyiye-Baxiwang jigei Yishuguanba’ ‘The First
Page -  Put Your Hopes on the Art Hall’, A pollo , 7 (1929), p. 535. The West Lake
Exposition was open on June 6 1929, see Qiao Zhaohong ‘1929 nian de Hangzhou Xihu
bolanhui’ 1929 ‘The 1929 West Lake Exposition in Hangzhou’, Gitangxi
shehui kexue 93 (2003), pp. 157-160,
709 Jin, ‘Meizhan yu yishu yundong’, p. 24.
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expresses h is  deep  sym pathy  fo r w hat hum an  beings hav e  su ffe red  in  theatrica l 
b rush w o rk , has caused  h im  to  b e  regarded  as C h inese  E x p re ss io n is t,710 L in 
F e n g m ian ’s w o rk  m ay  h av e  been  execu ted  to  reflec t the p a in  o f  th e  C h inese  
p eo p le  cau sed  b y  na tio n a l d isasters. L in  F en g m ian ’s in ten tio n  w as to  rep resen t in 
ano ther w ay, d iffe ren t fro m  X u  B e ih o n g ’s rea lism , an  ‘o b sessio n  w ith  C h in a ’.711 
B esides L in  F en g m ian , W u D ayu  w as p ra ised  as the C h in ese  rep resen ta tiv e  o f  
Im p ressio n ism  b ecau se  o f  the b rig h t co lours and b risk  b ru sh w o rk  in  h is pain tings 
(Fig. 150), C ai W eilian  w as h igh ly  reg ard ed  in  bo th  the N a tio n a l A rt E xh ib ition  
and the E x h ib itio n  o f  the N a tiona l H angzhou  A cad em y  o f  A rt due  to  her 
successfu l co m b in a tio n  o f  R ea lis t p rec is io n  and Im p ress io n is t co lo u r in  her 
p o rtra its  (Fig. 1 5 1).712 In  add ition  to L iu  H a isu ’s Japanese  P o st-im p ressio n ism  
and X u  B e ih o n g ’s F ren ch  academ ic  rea lism , L in  F en g m ian  and  his co lleagues 
a im ed to  in tro d u ce  to the  C h inese  peo p le  ano ther aspect o f  W estern  m odern  art. 
T h e ir effo rts w ere  also  acknow ledged . Jin  W eijun  app roved  th e  E x h ib itio n  o f 
R ejec ts  fo r b rin g in g  to  C h ina  a m ore  m odern  k in d  o f  W estern  art, w h ich  was 
m o re  av an t-g a rd e  than  the W estern -sty le  pa in tin g  o f L iu  H a isu  and  the  S hanghai
71
A rt A cadem y. Z hu  Y ingpeng  also  regarded  h igh ly  the v ig o u r and  s treng th  in
L in  F e n g m ia n ’s pa in tin g s, w hich  re flec ted  the d irec t in fluence  o f  E u ro p ean  art 
and  thus w as d is tin c tiv e  from  the m odes in sp ired  by  Jap an ese  a rt.714
T h e  co n tested  a tm osphere  in  the S hanghai art w orld  w as no ticed  by  critics 
and  by  artists them selves. T he  ca llig rap h er M a G ongyu  1890-1968)
in d ica ted  in  th e  N a tiona l A rt E x h ib itio n  that W estern ised  artists lik ed  to do 
so m eth ing  new  ju s t  to  be orig inal. M oreover, they  attacked  artis ts  w ho  w ere
710 Hua He, Lin Fengmian: Ein Expressionistischer M aler in China (Lin Fengmian: A 
Expressionistic Painter in China) (Frankfurt, 2007).
711 Wang, ‘In the Name of the Real’, p. 49.
712 Liu, ‘Yaboluo yu Yishu yundong she’, pp. 15-17.
713 Jin, ‘Meizhan yu yishu yundong’, p. 24.
714 Liu, ‘Yaboluo yu Yishu yundong she’, p. 18.
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d ifferen t fro m  them . M a  G ongyu  com pared  the ir b eh av io u r w ith  th a t o f  
b e llig e ren t w arlo rd s .715 J in  W eijun d irectly  po in ted  o u t th a t an  ex h ib itio n  w as 
the best ba ttle fie ld  fo r ait. T he  larger the exh ib ition  w as, the  f ie rce r the  b a ttle  on 
the art f ie ld  w ou ld  b e .716 L in  F engm ian  held  o ther ex h ib itions to  co m p ete  w ith  
the  N a tio n a l A rt E x h ib ition , w h ile  X u  B eihong  w as consp icu o u s b y  h is absence  
from  it. X u  B e ih o n g  w as n o t the only one to  w ithdraw  fro m  the  N a tio n a l 
E xh ib ition . S ev era l artists w ho w ere active in  the Shanghai art w o rld  also  refused  
to con trib u te  th e ir w orks to the  N ational A rt E xh ib ition , such  as Z hu  Y ingpeng, 
Z h an g  Y uguang, C h en  B aoy i and  D in g  Y anyong, although  Z h an g  Y uguang la ter 
agreed  to  jo in  the  co m m ittee  and D in g  Y anyong did  ex h ib it his p a in tin g  D ushu  
zh i nil (IM flr5lj£C  ‘A  G irl R ead in g ’) at the N ational E x h ib itio n .717 Z hang  
Y uguang and  C h en  B aoy i w ere  p ro fesso rs o f  the S hanghai A rt A cadem y. In  the 
la te  1920s, how ever, they  seceded  from  it and estab lished  the  C h in ese  U n iversity  
o f  A rt and  th e  X in h u a  A rt A cadem y. D ing  Y anyong tau g h t at the  C h inese  
U n iv e rsity  o f  A rt and Z hu Y ingpeng at the X inhua  A rt A cadem y. T h ey  also 
fou n d ed  the S hanghai A rt A ssoc ia tion  (S hangha i y ishu  x ieh u i  in
June  1928 and  h e ld  th e ir first art ex h ib ition  in  O ctober 1928. T h is  ex h ib ition  
d isp layed  m o re  th an  200  p ieces o f  artw ork  and a ttrac ted  an au d ien ce  o f  m ore  
than  ten  th o u san d  sp ec ta to rs .718 N ew s reports pub lish ed  in  S h en b a o  c la im ed  tha t 
the  E x h ib itio n  o f  the  S hanghai A it A sso c ia tion  fea tu red  the  w orks o f  th e  m ost 
em in en t artis ts  in  S hanghai, inc lud ing  X u  B eihong .719 H e d isp lay ed  five 
p a in tings in  the  exh ib ition , inc lud ingX iaosheng  (jj[||W, ‘P lay in g  F lu te ’, 1926) 
and Z h a n g  J i x ia n g  ‘P o rtra it o f  Z hang  J i ’, 1928), a p o rtra it o f  the
715 Ma Gongyu, ‘Quanguo yishujie de zeren’ ‘The Responsibility of the
National Art Field’, Meizhan, 4 (1929), pp. 3-4 (p. 3).
716 Jin, ‘Meizhan yu yishu yundong’, p. 12.
717 Yen, ‘Guanfang meishu wenhua kongjian de bijiao’, p. 655. For a full list of the works 
exhibited at the National Art Exhibition, see the website, http://ed.arte.gov.tw/nae/index.aspx.
718 Huang, ‘Shanghai de meishu yuanxiao han meishu shetuan’, p. 155.
7,9 Shenbao, 3 October 1928.
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im p o rtan t f ig u re  o f  R ep u b lican  R evo lu tio n  (Figs 152-153). L u  E rq ian g  ( f H f f ^ ) >  
ed ito r o f  severa l art tex tbooks, th o ugh t h igh ly  o f  X u B e ih o n g ’s rea lis t pain tings, 
w hich  v iv id ly  ren d ered  th e  p o rtray ed  figures, and rep resen ted  th e ir  sp irits  at the 
sam e tim e. L u  p ra ised  X u B eihong  as the b es t p rac titio n e r o f  C o u rb e t’s R ea lism  
in  C h in a .720 T h e  pa in te rs o f  the S hanghai A rt A sso c ia tion  o b v io u sly  in ten d ed  to 
ch a llen g e  th e  au th o rity  o f  the N ational A rt E xh ib ition , w h ich  th ey  b e liev ed  to be 
con tro lled  b y  th e  S hanghai A rt A cadem y.
X u B e ih o n g  taugh t a t the  C h inese  U n iv ersity  o f  A rt fro m  1927. H is 
w ithd raw al fro m  the N a tio n a l A rt E x h ib itio n  w as thus u n d ers tan d ab le  because  he 
w as resp o n d in g  to  the  secession  m ov em en t w hich  w as led  by  h is co lleagues. 
M oreover, co m p ared  to  Z hu Y in g p en g ’s serious den ig ra tion  o f  L iu  H aisu  as a 
dece itfu l person , X u  B e ih o n g ’s a ttack  on W estern  m odern  artists b y  u s in g  such 
w ords as ‘sh a m e le ss ’ and ‘h e ro in ’ w ere n o t particu la rly  em o tio n a l and  personal. 
Z hu  Y in g p en g ’s critic ism  o f  L iu H aisu  and  the co n serva tive  a rtis ts  o f  national 
p a in tin g  can  fin d  echoes in  X u B e ih o n g ’s a ttack  on  the  p ro m o te rs  o f  W estern  
m o d ern  p a in tin g  and  on  the  F o u r W angs in  ‘D o u b ts’. A s d iscu ssed  earlier, X u 
B e ih o n g ’s rig id  rea lis t s tan d p o in t seem ed  to  gain  m ore  su p p o rt than  X u Z h im o ’s 
p e rsp ec tiv e  u n d e r the n a tio n a lis t a tm osphere. M oreover, X u B e ih o n g  also took  
advan tage  o f  the  d iv is io n  in  the W estern  art fie ld  in  S hanghai to co n so lid a te  his 
p o sitio n  in  the  art w orld . N onethe less, X u B e ih o n g ’s rea lis t w orks w ere  no t 
a lw ays w e lco m e in  Shanghai. L ou  J in sheng  ( I l l ^ S f ) ,  in  h is rev iew  o f  the 1927 
A sso c ia ted  A rt E x h ib ition , adm ired  the p a in stak ing  c ra ftsm an sh ip  th a t X u 
B eihong  rep re sen ted  in  h is w orks, how ever, L ou  argued  th a t th e  lev e l o f 
techn ica l p ro fic ien cy  cou ld  no t strike  a chord  w ith  h im .721 N i Y ide h e ld  a sim ilar
720 Wang, Xu Beihong nianpu changbian, p. 69.
721 Lou Jinsheng, ‘Canguan lianhe zhanlanhui’ ‘A Visit to the Associated Art
Exhibition’, Shenbao, 20 September 1927.
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op in ion  o f  X u  B e ih o n g ’s w orks: he affirm ed the so lid  g ro u n d in g  th a t X u 
B e ih o n g  h ad  in  rea lism . A lth o u g h  th is k ind  o f  pa in tin g  w as p o p u la r  in  C h ina, it 
cou ld  no t evoke in h im  any g reat in te rest due to its lack  o f  crea tiv ity .722 E ven  the 
a rtists w ho  w ere  in  the  sam e cam p as X u B eihong  rep resen ted  in  th e ir  pa in tings a 
s ty le  fa r  d iffe ren t fro m  X u  B e ih o n g ’s rea lism . F or exam ple , D in g  Y anyong w as a 
co lleague  o f  X u B eih o n g  at the  C h inese  U n iversity  o f  A rt and  also  re fu sed  to 
p a rtic ip a te  in  th e  N a tio n a l A rt E x h ib ition  at the beg inn ing . H ow ever, the bo ld  
co lo u r and  sensual a ir in  the sty le o f M atisse  in  his nude p a in tin g  d em onstra ted  
an obv ious m o d ern is t tendency  (Fig. 154). H e la te r jo in e d  the av an t-g ard e  S torm  
Society, w h o se  fo u n d in g  m em bers w ere c lose to L iu  H a isu .723 D u rin g  W orld 
W ar II, h e  jo in e d  X u B eihong  in  the C hina A rt A cadem y  (Z h o n g g u o  m eishu  
xu eyu a n  in  C hongqing , the  C h inese  p ro v is io n a l cap ita l in  the
S eco n d  S in o -Jap an ese  W ar.724
T h e  d iv is io n  in  the  fie ld  o f  W estern  art w hich  w as m an ifes t in  the  N ational 
A rt E x h ib itio n  co n tin u ed  in  the 1930s. T he p rom oters o f  W estern  m odern  
pain ting , su ch  as N i Y ide, P an  X unqin , L iu H aisu  and C h an g  Yu, o rgan ised  the 
S to rm  S o c ie ty  and  the M u se  Socie ty  in the  1930s to in tro d u ce  the  la tes t trends in 
W estern  art. T he  S to rm  S o c ie ty  w as the  f irs t C h inese  oil p a in tin g  so c ie ty  and 
p u b lica lly  ann o u n ced  th a t it a im ed to  rev ita lise  the C h inese  art a rena  in the sam e 
w ay as F au v ism , D ad a ism  and S u rrea lism  had  done in the  W est. T his 
m an ifesto  w as also  em b o d ied  in  the  pain tings o f  its m em bers. M an y  o f  the
722 NiYide, ‘Meishu lianzhan zhi huigu’ i t M v L [ h i S f  ‘A Review of the Associated Art 
Exhibition’, Shenbao, 7 October 1927.
723 The Storm Society was founded by Pan Xunqin and Ni Yide in 1931. They both then with Liu 
Haisu established the Muse Society (Moshe 0j|’if) in 1932.News and articles about the Storm 
Society were frequently published in the journal of the Muse Society, Yishu xunkan (liflj'EffFO, 
The Art M agazine). Chou and Wu, ‘ 1920 ji 30 niandai Zhongguo huajia fu Bali xihua hou dui 
Shanghai yitan de yingxiang’, p. 654-655.
724 Sullivan, A rt and Artists o f  Twentieth-Century China, pp. 77-78,
725 Huang, ‘Shanghai de meishu yuanxiao han meishu shetuan’, p. 163. For an English version of 
the Storm Society Manifesto, see Danzker, Shanghai Modern 1919-1945, pp, 234-235.
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m em b ers’ w orks w ere  c learly  m odelled  on P icasso , M atisse , A m ed eo  M odig lian i 
(1884-1920) and  A n d re  D era in  (1880-1954) (Fig, 155).726 T h e  S to rm  S ociety  
c la im ed  to  be c rea tiv e  in  its p u rsu it o f  art fo r a rt’s sake; w h ile  Z h u  Y ingpeng, 
w ho h ad  b een  am ong  the  lo u d est opponen ts to  L iu H aisu  in  th e  1920s, m ade a 
speech  in  1938, at the  b eg in n in g  o f  the S econd  S in o -Jap an ese  W ar, in  w h ich  he 
stressed  the  socia l resp o n sib ility  o f  artists. H e argued  th a t artists co u ld  no t be 
in d iffe ren t to po litica l issues and  shou ld  c rea te  w orks in  the  s ty le  o f  rea lism  so  as 
to  re flec t th e  h a rd  tim es faced  b y  C h in a .727 X u B e ih o n g ’s a rtis tic  ac tiv ities  in  the 
1930s a lso  re sp o n d ed  to th e  p a trio tism  pervasive  in w artim e C hina , as is show n 
in  Z hu  Y in g p en g ’s speech . H e  w as p reo ccu p ied  w ith  the m ak in g  o f  rea listic  
h isto ry  p a in tin g  and  g radua lly  tu rned  to the c rea tion  o f  in k  p a in tin g  w ith  
n a tio n a lis t im p lica tio n s. X u  B e ih o n g ’s pa in tin g  w ill be u n d e r sc ru tin y  in  the nex t 
chapter. In th e  1930s and  1940s, X u B e ih o n g ’s na tio n a lis t p a in tin g , w hich  
resp o n d ed  to  th e  w artim e a tm osphere  in C hina, con tribu ted  a g rea t deal to  h is 
em in en t sta tu s in C h in a ’s art w orld . O n the o th er hand , the au tonom ous S torm  
S ocie ty  g rad u a lly  saw  a decrease  in  its in fluence  in  the  art f ie ld  in  the  natio n a lis t 
co n tex t.728
T h e  debates and  con tests  genera ted  by  the  N ational A rt E x h ib itio n  revealed  
the m a tu rity  and  co m p lex ity  o f  C h in a ’s art field . A n  a rtis t’s acco m p lish m en ts  
co u ld  rece iv e  h ig h ly  p o la rised  evaluations. M oreover, an a r tis t’s s tance  cou ld  
also  change acco rd in g  to h is positio n  o r to  the ru les o f  gam e in  th e  art field . T he  
N a tiona l A rt E x h ib itio n  dem onstra ted  a flou rish ing  C h inese  a it fie ld  w hich  
acco m m o d ated  a c row d  o f  agents. T hey  had  to address the ch a llen g e  o f  how  to
726 Ni Yide, ‘A Galaxy of the Storm Society’, in Danzker, Shanghai Modern 1919-1945 , pp. 
236-241.
727 Zhu Yingpeng, ‘Meishujia dangqian de zeren’ » ’The Contemporary 
Responsibilities of Artists’, in Lang and Shui, Ershi shiji Zhonggnoo meishu wenxuan, Vol. I, pp. 
439-443.
728 Croizier, ‘Post-Impressionist in Pre-War Shanghai’,
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m an ip u la te  W estern  art to b u ild  the ir fam e on  the one  hand , and  ho w  to  adap t 
W estern  art in to  the  local co n tex t o f  C h ina  on the other. B esides, th ey  w ere  
com pelled  to p u ll b e tw een  natio n a lis t feelings and  p ressu res and  a rtis tic  
autonom y. I t seem ed  th a t tw en tie th -cen tu ry  C h inese  artists w ere  destin ed  to  live 
in  an a rtis tic  co n tex t w h ich  w as perm an en tly  in te rtw ined  w ith  p o litic a l upheaval. 
T he  firs t N atio n a l A rt E x h ib itio n  p ro v id ed  a g lim pse  in to  the co m p lex ity  o f  
C h in a ’s art fie ld , w h ich  w as caused  b y  the co n trad ic to ry  n a tu re  o f  C h inese  and 
W estern  art as w ell as by  the in te rfe rence  o f  po litics. T he in te rac tio n  betw een  
various p rin c ip les  in  the art fie ld  p rov ided  an answ er to X u  B e ih o n g ’s seem ing ly  
su dden  tu rn  to  in k  p a in tin g  afte r the 1930s. It also  rev ea led  h o w  X u  B eih o n g  
estab lish ed  h is em in en t status in  C h in a ’s art w orld  by  m aste rin g  th e  d ifferen t 
ru les o f  the  gam e in  the  art fie ld  in  d ifferen t tim es.
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Chapter 6 The Creation of a New Chinese Painting 
6.1 Hybridity
A s d iscu ssed  in  the  p rev ious chap ters, th rough  the tran s la tio n  and  
app ro p ria tio n  o f  W estern  rea lism , X u B eih o n g  had  g rad u a lly  b u ilt h is  position  in 
the co m p e titiv e  art fie ld . M oreover, to ex ert his in fluence , X u B e ih o n g  p resen ted  
h im se lf as a p ro v o ca tiv e  fig u re  in  the  d iscursive  space  o f  th e  1929 N atio n a l A rt 
E x h ib ition , and  h ad  a lready  started  to create  large-scale  C h in ese  h is to ry  
pa in tings fro m  1928 to p u t in to  p rac tice  h is though ts abo u t art. X u B e ih o n g ’s 
h isto ry  p a in tin g s w ere  m ain ly  p roduced  in  th ree periods. T h e  firs t p eriod , 
b e tw een  1928 and 1932, w as the  m ost p ro d u ctiv e  o f the three. A lm o st all the 
m o st rep resen ta tiv e  o f  X u  B e ih o n g ’s h is to ry  pain tings w ere  ex ecu ted  du ring  this 
tim e, such  as th e  o il pa in tin g s Tian H eng  yu  w ubai zh u a n g sh i  ( f f l f J f U E W r t td : ,  
‘T ian  H en g  and  F iv e  H un d red  R e ta in e rs’, 1928-1930) (Fig. 89), X iw o h o u  
Ip , ‘A w aiting  th e  D e liv e re r’, 1930-1933) (Fig. 156), and the  in k  pa in tin g s 
L iuchaoren  sh iy i tu  ( A ^ A I # i § [ f i l ,  ‘P oetic  E xpression  o f  P eo p le  in  the S ix 
P e rio d s’, 1929) (F ig. 157) and Jiu fang  G ao  (1931) (Fig. 2 ).729 X u  B e ih o n g  also 
m ade som e o th e r sm alle r h isto ry  pain tings, inc lud ing  Three C hiva lrous W arriors  
(Fig. 29), F a rew ell M y C oncubine  (1931) (Fig. 72), and  C o n fu c iu s’s fa th e r Shu  
L ia n g  H e  ( ; 1 9 3 1 )  (Fig. 158).730 T he second period  o ccu rred  in l9 4 0  
w hen X u B e ih o n g  w as in  Ind ia  a t the inv ita tion  o f  the p o e t R ab in d ran a th  T agore 
(1861-1941). A lth o u g h  he  w as aw ay  fro m  w artim e C hina , X u  B e ih o n g  execu ted  
the h is to ry  p a in tin g  Yugong y ish a n  (HA^Uh ‘T h e  F o o lish  O ld  M an  M ov ing
729 Xu Beihong first conducted on this theme in 1929. He then recreated another painting on this 
theme in 1939. The former version is now collected in The State Hermitage Museum, and the 
latter one is collected by Yang Yingfa and Yang Yingqun ) in Singapore. The
illustration attached in this thesis uses the 1939 version. See Xu Beihong zai Nanyang, p. 219.
730 The painting Three Chivalrous Warriors is undated. It was first published in the Fortnight 
Magazine o f  National Central University (Zhongyang daxue hanyuekan 4 1 iA A’A T' hi f'O) in 
1930. Xu and Jin, Xu Beihong nianpu, p. 70.
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the  M o u n ta in ’), one  vers io n  in  ink  and  one in  oils, w h ich  w as th o u g h t to  express 
h is p a trio tic  em o tions and  h is p ra ise  fo r C h inese  reso lv e  in  th e  S eco n d  
S in o -Jap an ese  W ar (F igs 159-160).731 T he th ird  period  w as b e tw een  1943 and 
1944, d u rin g  w h ich  tim e X u  B eih o n g  created  several h is to ry  p a in tin g s  on the 
them e o f  lite ra tu re , in c lu d in g  C onfucius G iving a L ecture  (F ig. 26), Tianhan  
cu ixiu  bo  , ‘B eau ty  in  D u F u ’s P o e m ’, 1944) (F ig. 37), and  scenes
from  th e  N in e  S o n g s  (Fig. 33).732 T h e  period  from  1927 to 1944 w as the  m ost 
p ro lific  tim e  o f  X u  B e ih o n g ’s artistic  career, and in co rp o ra ted  the 
a fo rem en tio n ed  th ree  periods du ring  w hich  his c rea tion  o f  h is to ry  p a in tings w as 
a t its heigh t. B esid es  the  h is to ry  pain tin g s m en tioned  above, X u  B e ih o n g  also 
p ro d u ced  so m e o th er in k  pain tings on the them e o f  h is to rica l anecdo tes b e tw een  
1927 and  1944, such  as H ua i Su  L earn ing  C alligraphy on  B a n a n a  L eaves  (1937) 
(Fig, 43), Jing  S h isa n n ia n g  (fffJ-pHM, ‘T he H ero ine  J in g  T h ir te e n ’, 1938) (Fig. 
161), and  pain tin g s on  Z hong  K u i,733 T hese  anecdo tal p a in tings w ere  sm alle r in 
sca le  and  w ere  ex ecu ted  w ith  exp ressive  in k  b rushstrokes in  th e  sty le  o f  
trad itio n a l C h in ese  pain ting . X u B eihong  had  been  d ilig en t and  p ro d u c tiv e  
during  his tim e  in  E u ro p e  from  1919 to 1926. B u t it w as n o t un til after 1927 
w hen  h e  m o v ed  b ack  to  C h ina  th a t he  started  to c rea te  a la rg e  q u an tity  o f  
pa in tings rep resen ta tiv e  o f  his perso n a l and  m atu re  style.
H isto ry  p a in tin g  had  b ro u g h t X u B eihong  u n p reced en ted  fam e  as the  fa ther 
o f  m odern  C h in ese  p a in tin g .734 B u t it also b ro u g h t critic ism . F o r exam ple , the
731 Xie and Jiang, Xu Beihong -  Zhongguo Xieshi zJniyi de dianjizhe, p. 94.
732 Hua, Xu Beihong de Zhongguo hua gailiang, pp. 66-67. For a detailed list of Xu Beihong’s 
artistic activities and works during this period, see Xu and Jin, Xu Beihong nianpu, pp. 57-276.
733 After 1944, Xu Beihong started to suffer from health problems. Cho Shenko, Xu Beihong 
yanjiu ‘A Study on Xu Beihong’ (Taipei, 1989), p. 89.
734 Li Yu ‘Cong Eguo dao Zhongguo -  Zhongguo xiandai huihua li de minzu zhuyi yu 
xianjin fengge’ ‘From Russia to
China -  Nationalism and Avant-Garde in Modern Chinese Painting’, Xiongshi meishu
137 (1982), pp. 38-67 (p. 62).
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art h is to ry  sch o la r W en F o n g  argued  th a t X u  B e ih o n g ’s T he F o o lish  O ld  M a n  
M ovin g  the M o u n ta in  and  o ther pain tings, w h ich  com bine  C h in ese  su b jec t m atter 
and W estern  ch ia ro scu ro  m odelling  and perspec tive  techn iques, do n o t fu lfil the 
a im  o f  re fo rm in g  C h in ese  art. H e  p o in ted  out that, “F o r a lth o u g h  he [X u B eihong] 
w as a co m p e ten t d ra ftsm an  o f  in d iv idua l figures, he  fa iled  in  h is a ttem p t to 
d ep ic t m an y  figures in  one  com position . H is a ttem pt to  m aste r the  tech n iq u e  o f  
W estern  rea lism  w ith  C h inese  b rush  and ink  appears to hav e  b een  p rec lu d ed  by 
w hat N o rm an  B ry so n  characterizes as the  fundam en ta l b ifu rca tio n  o f  the tw o 
trad itions o f  rep resen ta tio n a l p a in tin g ” .735 M ichael S u llivan  a lso  h ad  sim ila r 
op in ions w ith  re fe ren ce  to  X u B e ih o n g ’s h is to ry  pain ting . H e  co m m en ted  on  X u 
B e ih o n g ’s firs t la rg e -sca le  o il pain ting , Tian H eng a n d  F ive  H u n d red  R eta iners, 
that, “A lth o u g h  the  them e is C hinese, the  hand ling  is typ ica l o f  the  S alon  
p ain tin g  in  the  la te  n ine teen th  century, w ell com posed  and u tte rly  lack in g  in  any 
true  sense  o f  th e  d ram a o f  the m om ent. T he sam e a tm osphere  o f  c onven tiona l 
co rrec tness and  lack  o f  dram atic  fee ling  in fo rm s in his la te r h is to ric  
co m positions, such  as the  equally  adm ired  A w aiting  the D e liverer  o f  1933” .736 
N ev erth e less , these  tw o pa in tings have  been  h igh ly  acc la im ed  in  C h in a  as 
S u lliv an  h ad  describ ed  in  h is com m ent.
F ong  and  S u lliv a n ’s critic ism  o f  X u B e ih o n g ’s h isto ry  p a in tin g s draw s 
atten tion  to th e  hy b rid ity  natu re  o f  his w orks, in v o lv ing  the co m p o sitio n , the 
m ed iu m  and  the  su b jec t m atter. X u  B eihong  had  s ta lled  c rea tin g  h is to ry  
pa in tings as eai'ly as 1922 w hen  he m ade the draw ing  P u ttin g  the F in ish ing  
Touch to the P ic ture  o f  a D ragon, b u t Tian H eng  an d  F ive H u n d red  R eta iners  
w as the firs t co m p le ted  h isto ry  p a in tin g  in oils. Tian H eng  a n d  F ive  H undred  
R eta in ers  illu s tra tes  the  story  o f  the  d isaffec ted  hero  Tian H en g  from  The
735 Fong, Between Two Cultures, p. 96.
736 Sullivan, A rt and Artists o f  Twentieth-Century China, p. 70.
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B io g ra p h y  o f  Tian Tan (T iantan liezhuan  w h ich  w as w ritten  by  the
h isto rian  S im a  Q ian  ca 145-90 B C ) in  the  R ecords o f  the G rand
H is to r ia n  o f  C h ina  (Sh iji T ian  H eng  w as the  p rim e  m in is te r  o f  the  Q i
nation , and  he co m m itted  su ic ide  after refusing  to su rren d er h im se lf  to  the  H an 
E m p ire .737 X u  B eih o n g  dep ic ted  the m o m en t o f  T ian  H eng  w av in g  farew ell to 
h is fo llo w ers  b e fo re  he co m m itted  su icide. In the  pain ting , T ian  H en g  stands on 
the  rig h t o f  th e  p ic tu re . H e  is w earing  a red  robe  and has a sw ord  strap p ed  around 
his w aist. T h e  scab b ard  o f  the  sw ord  is pa in ted  in  tu rquo ise  and go ld , m ak ing  a 
co n trast to the  red  robe. T h is  con trast o f  co lours m akes T ian  H en g  and  his sw ord  
the  focus o f  v isual a tten tion  and im plies the nex t ac tion  th a t the  p ro tag o n is t is 
go ing  to take. T h e  app lica tion  o f red, go ld  and tu rquo ise , w ith  the w h ite  horse 
b eh in d  T ian  H eng , a lso  endow s T ian  H en g  w ith  a nob le  air, m ak in g  h im  stand  
out d is tin c tly  fro m  the o ther figures in  the p icture . T h ere  are  32 p eo p le  in  the 
p ic tu re  in  to ta l, and  28 o f  them  are crow ded  in to  the le ft half. M an y  o f  them  are 
b are fo o t and  s trip p ed  to  th e  w aist, revea ling  tha t they  liv e  in  ex ile . T h e  backdrop  
o f  sea  and b lu e  sky  ind ica tes tha t the  location  o f  th is trag ic  ev en t is on  an island. 
T he  ex ag g era ted  v an ish ing  p e rsp ec tiv e  m akes the figures in  th e  p ic tu re  stand  out 
as if  they  are on  a stage. T his co m position  is o ften  seen in  th e  w orks o f  the  
n in e teen -cen tu ry  F ren ch  academ icians, such  as B astien -L ep ag e ’s P ota to  
G atherers  (Fig. 120). T h e  co m position  also b rings an an ecd o ta l in te re s t to  the 
p ic tu re , rem in iscen t o f  the  genre  p a in tin g  The A cc iden t, m ade  b y  X u  B e ih o n g ’s 
teach er D a g n an -B o u v e re t in  1879 (Fig. 162). R econstruc tions o f  h isto rica l 
sto ries o r an c ien t legends in  the fo rm  o f  genre pain tin g  w ere  p o p u la r am ong  the 
F ren ch  academ icians in  th e  n in e teen th  and early  tw en tie th  cen tu rie s .738 It is this
737 Sima Qian, Records o f  the Grand Historian o f  China: Translated from  the Shih Chi o f  Ssu-Ma 
C h’ien, trans. Burton Watson (London and New York, 1968), Vol. I, pp. 245-251.
738 Nochlin, Realism, pp. 23-33.
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k ind  o f  co m p o sitio n  w h ich  dem onstra tes its e ffec t in X u  B e ih o n g ’s h is to ry  
p ain tings.
T h e  th ea trica l e ffec t in  Tian H eng  a n d  F ive H u n d red  R e ta in ers  rem ains 
obv ious in  X u  B e ih o n g ’s nex t la rge-scale  oil pa in ting , A w a itin g  the D eliverer. 
T his p a in tin g  illu stra tes  the chap ter T h e  A n n o u n cem en t o f  Z h o n g h u i’ (Z honghu i 
zh i gao  o f  Shangshu  T h e  B o o k  o f  H is to ry ’). T his
ann o u n cem en t p ra ised  the fea t o f  C heng tang  7-1588 B C ), th e  firs t k ing  o f 
the S hang  D y n asty  (17 th- l l th cen tu ry  B C ), to  rescue  peo p le  fro m  the  ty rann ica l 
reg im e  o f  o th e r k in g s .739 In the  pain ting , a group  o f  seven teen  p eo p le  is gathered  
in the  cen tre  o f  the  p ic tu re , gaz ing  in to  the  d istance  as i f  th ey  a re  eag erly  w aiting  
fo r so m eth in g  o r som eone  to com e. T h e  u m b er fa rm -lan d  w ith o u t any  grass 
g row ing  and  w ith  trees w ith  d ried  leaves on them  rep resen ts a d rou g h t-s trick en  
landscape. A ll the ch ild ren  in  the p ic tu re  are naked  and severa l y o u n g  m en are 
w earing  on ly  lo inc lo th s , im p ly in g  tha t they  liv e  in destitu tion . T h e  b aske ts  w hich  
som e w o m en  are  carry in g  are  c learly  em pty, re in fo rc ing  th e ir m ise rab le  situation  
due to  the  p o o r h arvests . Illu stra tin g  th is ancien t h is to rica l scen e  in  the  fo rm  o f a 
d rough t suggests  th a t X u  B e ih o n g ’s in sp ira tion  m ay  h av e  com e fro m  ano ther 
version  o f  th is sto ry  w h ich  is recorded  in  The M en ciu s  (M en g zi a ^ F O . T he 
C h inese  C onfuc ian  p h ilo so p h er M encius (ca 371-288  B C ) q u o ted  T h e  
A n n o u n cem en t o f  Z h o n g h u i’ to  answ er a question  posed  b y  K in g  X u an  o f  Q i 
(lQ ixuanw ang  7-f jtETE) abou t w hether it w as a m oral act to  invade  ano ther 
k ingdom . M en ciu s  d rew  on The B o o k  o f  H isto ry  to  adv ise  K in g  X uan  that 
ben ev o len ce  w as the b es t fo rm  o f  governm ent. M encius q u o ted  T h e  
A n n o u n cem en t o f  Z h o n g h u i’ in  the  fo llow ing  term s: “W h en  h e  [C hengtang] 
pu rsu ed  his w o rk  in  the  east, the  ru d e  tribes on the  w est m u rm u red . So d id  those
739 For a Chinese/English version, see Luo Zhiye Iran s., Shangshu fwfSf, ‘The Book of
History’ (Hunan, 1997), pp. 324-331.
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on the north , w hen  h e  w as engaged  in  the south. T h e ir cry  w as -  ‘W h y  does he 
p u t us la s t? ’ T h u s, the  p eo p le  lo oked  to  h im , as w e lo o k  in a tim e  o f  g reat 
d rough t to  the  c louds and  ra in b o w s” .740
In add ition  to the  e ld er w ho is stand ing  in  the cen tre  o f  the  p ic tu re , the  
w om an  w ho  is s itting  on  the ground  on  the low er le ft s ide w ith  tw o  ch ild ren  in 
h e r arm s easily  a ttracts the  v ie w e r’s a ttention . T he sm alle r ch ild  is suck ling  at the 
w o m an ’s breast. T h is  com po sitio n  is s im ilar to  that in D e la c ro ix ’s The M assacre  
a t C hios  o f  1824 (Fig. 163). O n the low er righ t s ide o f  The M a ssa cre  a t C h io s , 
D elacro ix  p a in ted  a w o m an  ly ing  on the  ground, nu rsin g  a ch ild . The M assacre  
a t C hios  is m ad e  w ith  a sensual touch , fu ll o f  b rig h t co lo u r and  dynam ics. T he 
com p o sitio n  o f  A w a itin g  the D eliverer, how ever, is m ore rig id , w ith  all its parts 
u n ified  by  th e  b ro w n  tone  rep resen ting  in  the p a in ting  a so lem n  a tm osphere. 
A lth o u g h  each  in d iv idua l figu re  is p a instak ing ly  rendered , th e  p ic tu re  does no t 
reach  th e  lev e l o f  p h o to g rap h ic  veris im ilitu d e  w hich  tho se  o f  the  
n in e teen th -cen tu ry  academ icians o ften  did. R ather, the  co m p o sitio n  and  hand ling  
dem onstra tes a c lo se r asso c ia tio n  w ith  the v isual language  o f  W este rn  C lassicism , 
w hich  co rresp o n d s to X u B e ih o n g ’s version  o f R ealism , w h ich  has b een  s tud ied  
in  C h ap te r 4. F o r X u  B eihong , rea lism  is m ore  a p ic to ria l p rac tice  w ith  em phasis 
on  fo rm -lik en ess  than  a  schoo l o f  pa in ting . So a lthough  X u B e ih o n g  is regarded  
as the m o st rep resen ta tiv e  p rac titio n e r o f  W estern  R ea lism  in  C h ina , h is pa in ting  
does no t rep resen t the v isual effec t o f p ho tog raph ic  v e ris im ilitu d e  w h ich  w as 
perv asiv e  in  the  F ren ch  academ ic  rea lism  o f  his day; n e ith e r does h is pa in tin g  
reveal a se lf-c ritica l sense  o f  R ea lism  ou tside  the A cadem y, o f  w h ich  M an e t was 
the m o st rep resen ta tiv e  leader. O n the contrary, X u B eihong  o ften  be trays an 
in c lina tion  fo r c la ss ic ism  w ith  re fe rence  to  rea lism  and th is p e rsp ec tiv e  is also
740 James Legge, The Chinese Classics: With a Translation, Critical and Exegetical Notes, 
Prolegomena, and Copious Indexes: Vol. II, The Works o f  Mencius (Oxford, 1895), pp. 170-171.
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em b o d ied  in  h is h is to ry  p a in tings. S om e scholars th ere fo re  argue  th a t X u 
B e ih o n g ’s p re fe ren ce  fo r c lass ic ism  m ade h is sty le  c lo ser to  th a t o f  C o u rb e t.741 
T h is p o in t o f  v iew  in  large  m easu re  co rresponds to  X u  B e ih o n g ’s ow n  v iew  o f 
the F ren ch  R ealists. X u  B eih o n g  he ld  opposing  a ttitudes tow ards the  tw o 
accla im ed  m asters o f  R ea lism , C ourbe t and M anet. W h ile  d ep lo rin g  M a n e t’s 
pa in tings as ‘v u lg a r and sh am eless’, X u  B eihong  p ra ised  C o u rb e t’s w orks as 
‘com posed  and  p ro fu se ’.742 A s d iscussed  in  C hap te r 4 .1 , the b itte r se lf-critical 
a ttitude  and  the m o re  p ro v o ca tiv e  nudes in  M a n e t’s pa in tings re su lted  in X u 
B e ih o n g ’s h a tred  o f  his w orks.
A n o th e r la rg e-sca le  p a in tin g  w hich  X u  B eihong  ex ecu ted  b e tw een  1928 and 
1932 is J iu fa n g  G ao. T h e  story  o f Jiu fang  G ao  w as derived  fro m  the chap ter 
Shuo fu  ( i & ^ ,  ‘E x p la in in g  C o n ju n c tio n s’) o f  the ancien t T ao ist tex t L iezi 
w h ich  w as co m p iled  a round  the  fourth  cen tu ry .743 T his w o rk  rev ea ls  X u 
B e ih o n g ’s a sp ira tions to  execu te  a la rge-sca le  h is to ry  p a in tin g  w ith  trad itiona l 
C h inese  in k  and  brush . Its in scrip tio n  dem onstra tes how  m u ch  e ffo rt X u  B eihong  
had  pu t in  its m ak ing , as it  says th a t this pain ting  is the  sev en th  v e rs io n  o f  this 
them e. In  th e  p ic tu re , a  b lack  horse  occup ies the centre. Its ap p earan ce  o f  the 
m o v em en t m arks a co n trast to o ther horses w hich  are stand ing  still on  the left 
hand  side. J iu fan g  G ao  is dep ic ted  as an elder stand ing  on  th e  righ t. H e  and  the 
b lack  ho rse  are lo o k in g  in to  each  o th e r’s eyes as i f  Jiu fang  G ao is m easu rin g  the 
in n er quality , ra th e r  than  the ou tside  appearance, o f  the horse . A cco rd in g  to  the 
h isto rica l tex t, J iu fan g  G ao w as a ho rse-judg ing  m aster, fam o u s fo r h is 
ex trao rd in ary  ab ility  to d iscern  the  inner q ua lity  o f  a h o rse  w ith o u t be in g  m isled  
by  its ap pearance . H ow ever, the b lack  ho rse  in  X u  B e ih o n g ’s p a in tin g  c learly
741 Jiang and Xie, Xu Beihong — Zhongguo jindai xieshi huihua de dianjizhe, p. 89.
742 Xu and Jin, Xu Beihong nianpu, p. 32.
743 Hua, Xu Beihong de Zhongguo hua gailiang, pp. 70-71.
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looks su p erio r to th e  o thers. A ltho u g h  X u  B e ih o n g ’s rep resen ta tio n  w as 
co n trad ic to ry  to the  h is to rica l tex t, in w hich  the best h o rse  Jiu fan g  G ao found  
lo oked  very  o rd in a ry  a t f irs t sight, X u  B eihong  m ay hav e  tried  to  o v erco m e this 
con trad ic tio n  b y  d ep ic ting  a k in d  o f  m utual sp iritual co m p reh en sio n  b e tw een  the 
e ld er and  the b la c k  horse.
A n o th e r p a in tin g  o f  Jiu fang  G ao w hich  w as ex ecu ted  in  1927 m akes it c lear 
th a t X u B e ih o n g  h ad  started  to crea te  th is them e as early  as th e  sp rin g  o f  1927 
(Fig. 164). T h is  1927 version  dep ic ted  only  J iu fang  G ao, the  b la c k  ho rse , the 
groom  and  one o f  J iu fan g  G a o ’s tw o servants, the cen tral p a rt o f  th e  1931 
version , w ith o u t th e  o th e r add itions and the landscape b ack g ro u n d . T hese  tw o 
versions o f  J iu fan g  G ao p rov ide  a g lim pse  in to  the tra jec to ry  o f  X u  B e ih o n g ’s 
d ev e lo p m en t o f  th is them e in to  a narra tive  h isto ry  pain tin g  in  th e  fo rm  o f  a 
trad itio n a l handscro ll. M oreover, a d ra ft sketch  fo r J iu fang  G ao  show s how  hard  
X u B e ih o n g  tried  to  d ep ic t th is them e and the p rocess b y  w h ich  h e  transfo rm ed  
the  v isual lan g u ag e  o f  W estern  o ils in to  C h inese  p ic to ria l p a rad ig m s (F ig. 165). 
In the  draft, th e  com p o sitio n  and  in terac tion  b e tw een  J iu fan g  G ao, th e  ho rse  and 
the g room  are d iffe ren t fro m  those  in  the  fin ished  version  o f  1931. T h e  b u lk  o f 
the figures and  the  ho rse , the  perspec tive  and the fo rm at in  th e  d ra ft all show  a 
c lo ser a sso c ia tio n  w ith  W estern  pain ting , although  X u B e ih o n g  p ro d u ced  his 
p ic tu re  w ith  C h in ese  b rushes. T he life like  rendering  o f  the figu res and th e  horse 
d em onstra tes X u  B e ih o n g ’s so lid  g round ing  in draw ing . M oreover, its d iagonal 
com p o sitio n , w h ich  p ro d u ces m ore  theatrica l and p e rsp ec tiv e  effects, rem inds us 
o f  the  drafts w h ich  the  students at E co le  de B eaux-A rts  o ften  m ad e  to  p repare  
the ir en tries fo r th e  com p etitio n  o f  the P rix  de R om e (Fig. 166).744 U n lik e  the 
fin ish ed  version , the co m p o sitio n  o f  the Jiu fang  G ao  d ra ft seem s m o re  sim ila r to
744 Weisberg, Against the M odem , pp. 29-46.
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tha t o f  the d raw in g  Q in Q iong m a im a  (IflltllMo ‘Q in  Q io n g  S e llin g  H is H o rse ’) 
(Fig. 167), Q in Q iong  S e lling  H is  H orse  is no t dated , a lth o u g h  X u  B e ih o n g ’s 
ch ro n o lo g y  states th a t he  d id  a d raw ing  o f  Q in Q iong S e lling  H is  H o rse  in 
19 3 1.745 B esides, X u  B eih o n g  m en tioned  in  ‘U n reso lv ed  D o u b ts ’ th a t in  1928 he 
asked  th e  cand ida tes w ho sat the exam ina tion  held  by  the  K M T  to execu te  a 
p a in tin g  on  the  h is to rica l sto ry  o f  Q in  Q iong  S elling  H is H o rse .746 A ccord ingly , 
X u B eih o n g  m ay  h av e  sta rted  to conceive  th is sub jec t no la te r th an  1928. T he  
sto ry  o f  Q in  Q io n g  S e lling  H is H orse  is reco rded  in  the Shuo  Tang  (jf&Jlf, ‘T he 
Tales o f  T an g ’), w h ich  is said to hav e  been  w ritten  by  the  M in g  n o v e lis t Luo 
G uanzhong , and also  in  the  SuiTang yany i ( | f # I lu ! l i i ,  ‘T h e  H isto rica l R om ances 
o f  the S u i and  T ang D y n a s tie s ’), w ritten  by  C hu R enhuo  ca
1635-1706).747 T h e  sto ry  describes how  Q in Q iong, an o ffic ia l o f  the Sui E m pire , 
once h ad  to  sell h is  ho rse  to  pay  o ff  his debts. X u B eihong  in  h is d raw ing  
dep ic ted  the m o m en t o f  farew ell b e tw een  Q in  Q iong and h is h o rse  after it w as 
so ld  and  w as b e in g  taken  aw ay fro m  him . Q in  Q iong  is p ic tu red  s itting  at a tab le  
on  the  left side. H e  is tu rn ing  h is back  to his ho rse  w h ile  h e  w aves fa rew ell to  it; 
the  h o rse  is lo o k in g  a t Q in  Q iong  as it is be ing  taken  aw ay b y  a solider. T he 
fee lings b e tw een  Q in  Q iong  and h is ho rse  are v isua lised  in  th e ir  in te rac tion . T he  
com p o sitio n , w h ich  is fu ll o f  m ovem en t and theatrical effects, is s im ila r to tha t 
o f  the d raw in g  o f  1922, P uttin g  the F in ish ing  Touch to the P ic tu re  o f  a  D ragon  
(Fig. 46). T h e  search  fo r a theatrica l e ffect is o ften  seen  in X u  B e ih o n g ’s early  
w orks, such  as the  S lave  a n d  L io n  (Fig. 80). T his k ind  o f  co m p o sitio n  
dem onstra tes the  in flu en ce  o f  F rench  academ ic tra in ing  upo n  X u  B eihong . 
A lth o u g h  X u  B e ih o n g  on ly  execu ted  a few  w orks in the  sty le  o f  W estern
745 Xu and Jin, Xu Beihong nicinpu, p. 82.
746 Xu and Jin, Xu Beihong yishu wenji, p. 141.
747 Luo Guanzhong, Shuo Tang (Hong Kong, I960), pp. 24-29. Chu Renhuo, SuiTang yanyi 
(Shanghai, 1981), pp. 55-61.
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h isto rica l gen re  p a in tin g  during  h is stay  in  E urope, h e  abso rbed  th e  e lem en ts o f  
W estern  h is to ry  p a in tin g  d iligen tly  and  then  strived  to  n a tio n a lise  th em  in his 
la te r c rea tions o f  C h inese  pa in tings on them es taken  fro m  an c ien t h isto ries and 
c lassica l lite ra tu re .
X u  B e ih o n g  sho w ed  a consist p re fe ren ce  fo r horses in  h is  p a in tings. T he  
ho rse  h ad  b een  a fav o u rite  sub jec t fo r C h inese  co u rt and p ro fe ss io n a l pa in ters, 
w hose  w orks o ften  served  as the in sp ira tion  fo r X u  B e ih o n g ’s creations. 
C o n sid erin g  to g e th e r the th ree  horse  pain tings w hich  X u  B e ih o n g  ex ecu ted  in 
d iffe ren t p e rio d s o f  his career ep itom ises the d ifferen t s tages o f  c rea tio n  that he  
had  been  undergo ing . T h e  firs t ho rse  pain ting , Three H o rses  o f  1919 (Fig. 62), is 
easily  rem in iscen t o f  th e  w orks o f  the  Q ing  co u rt p a in te r L an g  S h in ing , w ho  is 
w ell-k n o w n  fo r  h is h y b rid  sty le  w h ich  com bines W estern  rea lis tic  tech n iq u e  and 
C h inese  b ru sh stro k es (Fig. 6 3 ).748 Q in Q iong Selling  H is  H o rse , w h ich  w as 
execu ted  in  the  1920s, rep resen ts the in fluence o f  F ren ch  acad em ic  tra in ing  upon  
X u  B eihong . J iu fa n g  G ao  and o ther la rge-scale  h is to ry  pa in tin g s o f  th e  early  
1930s m ark  to a la rg e  ex ten t the cu lm ination  o f  X u B e ih o n g ’s ex h au stiv e  efforts 
to c rea te  a new  sty le  o f  C h inese  p a in tin g  w ith  the aid o f  W estern  p ic to ria l 
language. T h e  hefty  sty le  and  anatom ic  p rec ision  w ith  w h ich  the  ho rses in  the 
Jiu fa n g  G ao  and  Tian H eng  an d  F ive  H u n d red  R eta in ers  p a in tin g s  are depicted  
obv iously  com e fro m  the  num erous horse  d raw ings th a t X u B e ih o n g  m ade 
du ring  his p e rio d  in  E urope  (Fig, 168). B y  com parison , X u B e ih o n g ’s pa in tings 
o f  the 1910s fo llo w ed  the  parad igm s o f  trad itional p ro fessio n a l p a in ting . A fte r he 
w en t to  E u ro p e , he tu rn ed  to  W estern  p ic to ria l m odes, in  p a rticu la r  th a t o f  F rench  
academ ic  rea lism , fo r  h is  creation  o f  h isto ry  pain tings. N o n e th e less , m o st o f  the 
d raw ings o f  the h is to rica l genre  o f  the  1920s m ain ta in  to  a certa in  ex ten t the
748 The association between Xu Beihong and Giuseppe Castiglione’s horse paintings was 
discussed in Chapter 2,3,
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in fluence  o f  C h in ese  p ro fessio n a l art and  p o pu lar cu ltu re , w h ich  m an ifested  itse lf  
in  th e  anecdo ta l sub jec ts  and in  the theatrica l and en te rta in in g  effec ts  in  the 
d raw ings. In  th e  larg e-sca le  h is to ry  p a in tings o f  the  la te  1920s and  1930s, X u 
B eih o n g  w as still d ep ic ting  the heroes and sages o f  C h inese  lite ra tu re  and  h isto ry  
in  W estern  p ic to ria l language; m eanw hile  he  w as able to red u ce  the theatrica l 
effects to  seek  a sense  o f  the d ign ity  o f  W estern  academ ic  aesth e tics  in  the 
pain tings. In  o th er w ords, X u  B eihong  c learly  found  the w ay  to v isu a lise  the 
nob leness and  m o ra lity  o f  art w h ich  he repea ted ly  stressed  in  h is  e loquen t 
speeches and  artic les, such  as the  ‘D o u b ts ’.749
T h e  m ak in g  o f  Jiu fa n g  G ao  rep resen ts the d ifficu lties w h ich  X u  B eihong  
m u st h av e  en co u n te red  due to “the fundam en ta l b ifu rca tion  o f  the tw o  [C hinese 
and  W estern] trad itions o f  rep resen ta tional p a in tin g ” , as B ry so n  h ad  m arked . 
W estern  p a in tin g  e lem en ts, such  as m o delling  and persp ec tiv e , h av e  o ften  been  
co n sid ered  th e  o p p o site  o f  non -figu ra tive  and fla t C h inese  pain tin g . T h e  Jiu fang  
G ao  m ay  be seen  as an  answ er tha t X u B eihong  tried  to g ive  to  the questio n  he 
p o sed  reg a rd in g  the  sho rtcom ings o f  C h inese pain ting , as in  the a rtic le  ‘M ethods 
fo r  the  Im p ro v em en t o f  C h inese  P a in tin g ’. F rom  X u B e ih o n g ’s p o in t o f  view , the 
in fe rio rity  o f  C h in ese  pa in ting  to W estern  art is la rgely  b ecau se  the  C hinese  
p ic to ria l in stru m en ts , such  as the  frag ile  p ap e r and m inera l p ig m en ts , constra ined  
rep resen ta tio n  in  C h in ese  p a in tin g .750 To ex tend  the p ic to ria l p o ssib ilitie s  o f 
C h inese  pain tin g , X u  B eihong  thus in fused  W estern  p ic to ria l lan g u ag e  and 
p a in tin g  tech n iq u e  in to  C h inese  h isto rica l subjects. T h e  J iu fa n g  G ao  d ra ft 
reveals X u  B e ih o n g ’s efforts at carry ing  ou t h is p ro fic ien cy  in  W estern  life  
d raw ing  u sin g  C h in ese  brushes. T he  fin ished  version  o f  the  J iu fa n g  G ao  fu rther 
dem onstra tes h is asp ira tio n s to  re fo rm  C hinese  art w ith  the aid  o f  W estern
749 For Xu Beihong’s view of art in the ‘Doubts’, see Chapter 5.2.
750 Xu, ‘Zhongguohua gailiang zhi fangfa’, pp. 40-41.
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p a in tin g  tech n iq u es, w h ich  h e  co n tinued  to pu rsue  th ro u g h o u t h is life.
The F o o lish  O ld  M a n  M oving  the M o un ta in , w h ich  w as ex ecu ted  in  bo th  
in k  and  oil versions, c learly  d isc loses X u  B e ih o n g ’s p e rs is ten t endeavours to 
b lend  the  fu n d am en ta lly  d ifferen t sty les o f  C h inese and W estern  p a in ting . T he 
p a in tings on  th is them e w ere m ade during  X u B e ih o n g ’s v is it to  Ind ia  in  1940. 
T h is is w hy  so m e e lem en ts in  the pain tings, such  as the  e lep h an ts  and  the  Ind ian  
figu res, w ere  in sp ired  b y  th e  landscape o f  India. T h e  o il v e rs io n  re ta in ed  m ore  o f 
these  ex o tic  e lem ents. T h e  com position  o f  these tw o versions is m o stly  iden tical, 
ex cep t fo r som e changes in  the background. F o r exam ple , the  e lep h an ts  w hich  
are p u llin g  the ca rt in  the  o il version  are rep laced  by  ca ttle  in  the  in k  pain ting . 
T h is change m ay  h av e  b een  an ad justm en t m ade to  su it C h in ese  ag ricu ltu ra l 
society. In  add itio n  to the  cattle , the  ink  version  also  adds a h u g e  e lep h an t at the 
fa r le ft h an d  side. A  strong  m an w ho is carry ing  a load  o f  hay  and  vege tab les on 
his sh o u ld e r is fac in g  the e lephant, appearing  to feed  it. H is  m u scu la r figu re  is 
s im ila r to  ano ther In d ian -lik e  ro b u st m an, w ho is po rtrayed  in  fro n ta l v iew  in  the 
cen tre  o f  the  p ic tu re . T h ese  tw o figures are p o ssib ly  m odelled  on  the  sam e Ind ian  
m an, o f  w h o m  X u  B e ih o n g  m ade  several d raw ings (F igs. 169-170). T h ese  
add itions m ak e  the in k  version  appear longer and narro w er in  its fo rm at, w hich  is 
c lo ser to  th e  fo rm  o f  a trad itiona l C h inese  hand  scroll. A ccord ing ly , th e  oil 
version  m ay  h av e  been  execu ted  as a p repara tion  fo r the  c rea tio n  o f  th e  ink  
version . H u m an  figu res w hich  are po rtrayed  in  the  d iffe ren t m ed ia  o f  d raw ing , 
oil p a in tin g  and  C h inese  ink  p roduce  varied  effects. T h e  v o lu m e  and  ch iaroscuro  
w hich  is c rea ted  in  charcoal and  w h ite  ch a lk  draw ings seem s m u ch  easie r to 
tran sfo rm  an im ag e  in to  a W estern  oil pa in ting  than  in to  a C h in ese  in k  w ork. The 
q u ick -d ry in g  and  tran sp aren t na tu re  o f  trad itional C h inese  m in era l p ig m en t is a 
d ifficu lt m ed iu m  in  w h ich  to express the  th ick  and m odelled  effec ts  o f  W estern
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p ain ting . So the effec t o f  g rea t s treng th  w h ich  X u B eih o n g  rep re sen ted  by  
d ep ic ting  v ig o ro u s w o rk m en  in  his C h inese  b ru sh -an d -in k  pa in tin g s has n o t m et 
w ith  u n iv ersa l app rova l as is p roved  by  the adverse  op in ions o f  F o n g  and 
S u llivan . N ev erth e less , The F o o lish  O ld  M an  M o ving  the M o u n ta in , w h ich  is 
ex ecu ted  in  d iffe ren t m ed ia , unfo lds to us how  m uch  effo rt a C h in ese  artis t has to 
m ake to  c rea te  a new  and  h ybrid  C h inese  pain ting .
In the  W est, the h is to ry  pa in ting  o f  the G rand  M an n er has h e ld  the  p rem ier
p o sitio n  in  th e  h ie ra rch y  o f  academ ic  a rt.751 B u t its sta tus w as p rec ise ly  the
o pposite  in  trad itio n a l C h inese  art. A ltho u g h  pain tings on  h is to rica l them es w ere
popular- in  C h ina , they  w ere  e ith er execu ted  to ca te r for m ass taste , o r they
b e lo n g ed  to  the  ca teg o ry  o f  figu re  pain ting , the  p ic to ria l gen re  b y  w h ich  cou rt or
p ro fessio n a l pa in te rs  w ere  able to  m ake m oney. To e levate  th e  sta tus o f  h isto ry
p a in tin g  in  C h in ese  art and to increase  its cu ltu ral cap ita l, X u  B e ih o n g  thus
rep resen ted  ep isodes fro m  the  au tho rita tive  books o f  C o n fuc ian ism . M oreover,
h e  added  a sen se  o f  d ig n ity  to h is  h isto ry  pain tings b y  in fu sin g  in to  th em  the
m odes o f  the  W estern  g rand  style. A s a p ro fessiona l artist, X u  B e ih o n g  found  in
W estern  h is to ry  p a in tin g  the best veh ic le  fo r the  e lev a tio n  o f  his sta tu s and  his
p ro fessio n a l p a in ting . H e tu rned  to W estern  rea lis tic  p a in tin g  to lo o k  fo r p ic to ria l
sty les in  acco rd an ce  w ith  the  in te llig en ts ia ’s scien tific  ap p ro ach  to  C h in a ’s crises
in  h e r en co u n te r w ith  the W est. M oreover, h e  drew  on  the au th o rity  o f  W estern
academ ic  theo ries to endorse  the  value o f  h isto ry  pain tin g  in  m o d e m  C h inese  art.
So the h y b rid  h is to ry  p a in tings represen ted  X u B e ih o n g ’s v e rs io n  o f  new
C h in ese  p a in ting . F u rtherm ore , the  h y b rid  sty le served  as a s trong  w eap o n  to
751 For the hierarchy of paintings in the French academic aesthetics, see Linda Walsh, ‘Charles 
Le Brun, “Art Director of France”’, in Gill Perry and Colin Cunningham eds, Academies, 
Museums and Canons o f  A rt (New Haven and London, 1999), pp. 86-123 (p. 93). Grand Manner 
refers to an idealised painting style which incorporates visual metaphors and classical art 
elements to represent noble qualities. Its theory and practice had been formulised by Sir Joshua 
Reynolds (1723-1792), the founder and the first President of the Royal Academy, in his 
D iscourses on Art. See Sir Joshua Reynolds, Discourses on Art (New Haven and London, 1997).
301
build X u B eih on g’s position  and to exert his influence in C hina’s art world.
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6.2 Allegory
X u B e ih o n g ’s h is to ry  pain tings, in  p a rticu la r the la rg e-sca le  w orks, have  
o ften  been  reg a rd ed  as the  m o st rep resen ta tiv e  o f  p a trio tism  in  th e  w artim e  
C hina. T h e  trag ic  h e ro ism  o f  T ian H eng , w ho refused  to  su rrender; the  h igh  
hopes fo r b e in g  rescu ed  in  the A w aiting  the D e liverer ; the  s tro n g  w ill o f  
ov erco m in g  d ifficu lties in  The F o o lish  O ld M an  M oving  the M o u n ta in ; all these 
spoke w ith  the vo ice  o f  the C hinese  peo p le  w ho w ere su ffe ring  fro m  po litica l 
u p h eav a ls .752 X u  B e ih o n g  w as u sed  to exp ressing  h is co n cern  fo r the  sta te  o f 
C h ina  in  h is w orks. In  a fem ale  nude d raw ing , X u B eihong  in sc rib ed  on  the far 
rig h t h an d  s id e  o f  it the  w ords G em ing jun  de J iu jiang  , ‘T he
rev o lu tio n ary  arm y to o k  J iu jia n g ’), re ferring  to the m ilita ry  v ic to ry  o f  the 
K M T -led  N a tio n a lis t G o v ern m en t in  1926, w hich  w as a s ig n ifican t ev en t fo r the 
in c ip ien t u n ited  sta te  o f  C h ina  (Fig. 171).753 T he d raw ings w h ich  X u B eihong  
d id  du ring  h is  s tay  in  E u ro p e  seem  to h av e  o ften  served  as h is diary. In  addition  
to his p a trio tic  m ood , h is poverty , d iligence  and friendsh ip  w ere also  reco rd ed  in 
his d raw ings (Fig. 90). M o st o f  these d raw ings b earin g  in scrip tio n s abou t X u 
B e ih o n g ’s o verseas experiences are fem ale  nudes, a  su b jec t m a tte r w h ich  seem s 
no t to co rresp o n d  w ith  the a r tis t’s p en siv e  m ood. In scrib ing  p o em s o r p rose  on 
pa in tings to  exp ress an a rtis t’s fee lings abou t na tional o r p e rso n a l issues had  
been  a ty p ica l p rac tice  am ong  the trad itional lite ra ti pa in ters. X u B e ih o n g  
appears to  h av e  fo llo w ed  this p rac tice  in  particu la r in his la te r b ru sh -an d -in k  
pain tings. T ake the in k  p a in tin g  C henqu  ( jR ffi, ‘M orn ing  S o n g ’, 1936) fo r 
exam ple , the  p ic tu re  zoom s in on som e branches and tw igs, on  w h ich  m any  
sparrow s are re stin g  (Fig. 172). T he branches and  tw igs are o u tlin ed  w ith  fine
752 Xie and Jiang, Xu Beihong -  Zhongguo Xieshi zlutyi de dianjizhe, p. 94.
753 For a brief account of the Northern Expedition, see Spence, The Search fo r  M odem  China, pp. 
341-348.
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brush  lines. M oreover, the sparrow s are sim ply  dep ic ted  w ith  tones o f  b lack , 
w h ite  and ochre . X u  B eihong  used  only  b lack  and ochre  tones to c rea te  a sense 
o f  space  in  th e  p ic tu re . T h e  s im p le  lines and co lours in this p ic tu re  ren d er a 
re fined  a tm o sp h ere  w h ich  the  trad itional lite ra ti art had  been  p u rsu ing . X u 
B eihong  u sed  co lo u r so econom ica lly  perhaps in o rder to  crea te  the  im pression  
o f  a lo ne ly  and  co ld  season , as the  in scrip tion  says: “S p rin g  does n o t co m e” . T he 
g a thering  sparrow s seem  to be w aiting  eagerly  fo r the  de layed  spring . T h e  
in scrip tion  apparen tly  carries som e conno ta tions b ey o n d  the  p o e tic  p icture . 
A cco rd in g  to th e  y ear th a t th is p a in tin g  w as m ade and its in sc rip tio n , this 
p a in tin g  m u st re flec t X u B e ih o n g ’s so rrow  fo r the ap p roach ing  S econd  
S in o -Jap an ese  W ar in  1937. D uring  the eigh t years o f  the W ar, X u  B eih o n g  m ade 
severa l in k  pa in tin g s o f  th is so rt to  express h is pa trio tic  fee lings, such  as the 
p a in tin g  F u sh a n g  zh i sh i ‘W ounded  L io n ’, 1938) (F ig. 173). In  th is
p ictu re , a f ie rce  lion  is dep ic ted  w ith  fa st and  bo ld  b rushstrokes. It is tu rn ing  
aw ay and  seem s to be see ing  som eth ing  w ith  a larm  in  the  d irec tio n  o f  the east. 
T he  in scrip tio n , w h ich  says “T he  lion  is w ounded. A t tw en ty -sev en  years old, the 
nation  has su ffe red  fro m  the  g rea test d isaste r” , apparen tly  in d ica tes  th a t the  lion  
refers to  R ep u b lican  C hina.
In  1938 w hen  this p a in tin g  w as executed , R epub lican  C h in a  w as in  its 2 7 th 
y ear s in ce  its  es tab lish m en t in  1912. A cco rd ing  to the co n n o ta tio n s in  the 
in scrip tion , the  lion  look ing  in the d irec tion  o f  the  east then  appears m ore  
m ean ing fu l, b ecau se  it suggests th a t the enem y  o f  C h ina  is co m in g  from  the East. 
X u B e ih o n g  also sta ted  in  the  in scrip tion  tha t this p a in tin g  w as m ad e  to express 
h is p en siv e  m o o d  in  th e  face  o f  na tional crises. N everthe less, the  p ie rc in g  eyes o f  
the  lio n  also d em o n stra te  X u B e ih o n g ’s strong  con fidence  and  h ig h  hopes fo r 
n a tional victory. In  X u  B e ih o n g ’s pa in tings, the  lio n ’s fe ro c io u s fea tu res often
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m ake th is b eas t sym bo lic  o f  an uny ie ld ing  C hina. F o r in stance , in  the  H uish i 
D o n g jin g  ‘Jo in  Forces in  the  E astern  C ap ita l’, 1943), severa l lions
g a ther to g e th e r at the  top  o f  a m oun ta in  (Fig. 174). X u B e ih o n g  ch o se  lions as 
the su b jec t fo r th is p a in tin g  possib ly  becau se  o f  the  id en tica l p ro n u n c ia tio n  o f the 
w ords fo r ‘l io n ’ (shi fjijj) and  ‘fo rc e 5 (sh i  §rfi) in  M andarin . T h is p a in tin g  rep resen ts 
X u  B e ih o n g ’s h ig h  hopes fo r a sign ifican t tu rn ing  p o in t in  C h in a ’s fig h t ag a inst 
Japan . O nly  by  b reak in g  th rough  the Japanese  occupa tion  o f  B u rm a  w as C hina 
able to o b ta in  m o re  fo re ign  aid, in  p a rticu la r from  the U n ited  S tates. T herefo re , 
once C h in a  w as ab le  to jo in  forces in  the  E aste rn  C ap ita l -  H ano i, th e  cap ita l o f 
V ietnam , th is m ean t th a t C h ina  had  b roken  h e r iso la ted  s ta te  in  th e  w ar and  stood  
m uch  m o re  ch an ce  o f  v ic to ry .754 T h is pa in tin g  dem onstra tes X u  B e ih o n g ’s 
passio n a te  p a trio tism  becau se  he  w as keep in g  abreast o f  the  la te s t na tional 
issues.
L ions and  ho rses ap p ear freq u en tly  in  X u B e ih o n g ’s p a trio tic  pain tings. 
H orses are c lo se ly  associa ted  w ith  the cavalry  and  w ith  the b a ttle fie ld . 
C onsequen tly , th ey  b eco m e an app rop ria te  m o tif  fo r pa in tin g s ab o u t w ar and 
patrio tism . X u  B e ih o n g  w as particu la rly  fond  o f  p a in ting  ru n n in g  horses. T he  
v igo rous m o v em en t o f  th e  runn ing  h o rse  can w ell sy m b o lise  th e  h ig h  m ora le  o f  
the C h in ese  p eo p le  in  the  w ars. T h e  A im in g  ( J p ® , ‘P la in tiv e  W h in e ’, 1942) is 
rep resen ta tiv e  o f  th is so rt o f  pa in tin g  (Fig. 1). In this p ic tu re , a  h o rse  is show n 
tu rn ing  its b ack  on the v iew er and  look ing  to the le ft w ith  its m o u th  open. Its tail 
and m an e  are  cu rved , pa in ted  w ith  b o ld ly -b rushed  in k  daubs, as if  b lo w in g  in  the
754 Hanoi was once named Tonkin, and its Chinese characters are ‘4€m\ identical to Tokyo. 
Therefore, articles often refer the ‘Eastern Capital’ in this painting to Tokyo. Hanoi and Kunming 
( ;^tld), the capital of Yunnan province of China were connected by the Dianyue (tfEM) railway, 
which served as an important channel for China to import weapons and food during World War II 
until Japan occupied Vietnam. The Japanese occupation of Southeast Asia caused the seriously 
isolated state of China. So only by breaking Japan’s blockade was China able to win the war. 
Accordingly, it will make more sense to associate the Eastern Capital with Hanoi than with 
Tokyo. For articles discussing this painting, see Wang, Xu Beihong nianpu changbian, p. 248; 
Cho, Xu Beihong yanjiu, p. 93; Hua, Xu Beihong de Zhongguo hua gailiang, p. 120.
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w ind. T h e  gestu re  o f  the  h o rse  w ith  the q u ick  and bo ld  b ru sh stro k es creates a 
sense o f  m o v em en t in  the  p ic tu re , w hich  m akes the ho rse  lo o k  as i f  it has ju s t  
s topped  ru n n in g  o r is ju s t  abou t to gallop. A lthough  it is on ly  c rea ted  b y  sim ple  
b rush w o rk , th is ho rse  p a in tin g  v iv id ly  rep resen ts a m ood  w h ich  is com bines 
v igo rousness and  sadness, as is w ritten  in  the in scrip tion .755 In  an o th e r horse  
p a in tin g  w h ich  w as ex ecu ted  in  1943, X u B eihong  pa in ted  a h o rse  lo w erin g  its 
head  to  g raze  (F ig. 175). T h is ho rse  is also  rendered  w ith  qu ick  and free  
b rushstrokes. T h e  b o ld  ou tlin e  and the in k  daubs are a lm o st the  sam e as in  the 
earlie r h o rse  pain ting . T h e  in scrip tion  says th a t X u B eih o n g  m ad e  th is p a in tin g  to 
ce leb ra te  C h in a ’s v ic to ry  in  h er ba ttle  w ith  Japan  in the H ubei (M 4 b ) prov ince , 
w h ich  tem p o ra rily  a llow ed  the C h inese  peop le  to live in peace. T h e  horse , w hich  
appears to  g raze  w ith  ease, is sym bolic  o f  the co n tem porary  s ta te  o f  C h ina  and 
h er peop le . T h e  ho ses in  X u  B e ih o n g ’s pa in tings are g en era lly  ru n n in g , g raz ing  
o r d rin k in g  w ater. T h ese  gestures on the one hand  conno te  the  h ig h  m ora le  o f the  
C h inese  p eo p le  and  on  the o ther hand  they  also sym bo lise  the  hard sh ip s  th a t the 
C h inese  p eo p le  en co u n te red  during  the  w ars. X u  B e ih o n g ’s h o rse  pa in tin g s do 
bear s tro n g  p a trio tic  im p lica tions, bu t they  also  em body  X u B e ih o n g ’s 
asp ira tions to  re fo rm  the  sec luded  and delicate  p arad igm s o f  trad itio n a l C h inese 
pain ting , m ak in g  th em  able to re flec t the con tem porary  issues.
B esides h o rses  and  lions, pets, b irds, fow ls and flow ers also  b eco m e 
a llego rica l sub jec ts  in  X u  B e ih o n g ’s pa in tings. Take the  Z h u a n g lie  de hu iy i ()[:!: 
‘H ero ic  M e m o ry ’, 1937) fo r  exam ple: X u B e ih o n g  p a in ted  a cockerel 
stand ing  on  a ro ck  (F ig. 176). T he cockere l seem s to be c ro w in g  lo u d ly  w ith  its 
beak  w ide  open . H ugh  sunflow ers flou rish  in the lo w er h a lf  o f  th e  p ic tu re . T he 
cockere l and  the sunflow ers, all rendered  in  b righ t co lours su ch  as ye llow  and
755 The inscription says: “Recalling the battle, [the horse] whines, faces to the blue sky and 
stands firmly”
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red , m ake  th is p a in tin g  fu ll o f  vitality. T he  sp irited  a ir in the p a in tin g  seem s no t 
to co in c id e  w ith  the  sen tim en ta l tone in  the inscrip tion , w h ich  says tha t X u 
B eih o n g  w as sad d en ed  by  the re -o ccu rren ce  o f  the S in o -Jap an ese  W ar. A lthough  
he w as w o rried  ab o u t Ja p a n ’s increasing ly  v io len t invasions, X u  B e ih o n g  applied  
a b rig h t tone  to  the p a in tin g  to  show  th a t he  w as fu ll o f  o p tim ism  fo r  C h in a ’s 
even tual v ictory . F ow ls are o ften  u sed  in  X u B e ih o n g ’s w orks as a  m e tap h o r fo r 
de te rm in a tio n  and  hope. A s early  as 1928, X u B eihong  had  d esig n ed  a cockerel 
fo r th e  m asth ead  o f  the  M o d en g  supp lem en t o f  the C entra l D a ily  n ew sp ap er (Fig. 
131). T his co ck ere l is s tand ing  on  a rock  and b eh in d  it the sun  is abo u t to rise. 
W ith  its b eak  open , th e  cockere l is c learly  crow ing . T he  co ck ere l c rea tes a 
h o pefu l and  b rig h t im age w hich  co rresponds w ith  the  new  and  p ro m isin g  
conn o ta tio n s w h ich  the  te rm  M od en g  carries. In  the  firs t issu e  o f  M o d e n g , X u 
B eihong  a lso  p u b lish ed  an  essay, G em ing  gec i s izhang  ‘F o u r
C hap ters  o f  A  R ev o lu tio n ary  S o n g ’), w h ich  he w ro te  in the  su m m er o f  1927. T he 
S ong  to ld  h is to rica l sto ries abou t ch ivalrous heroes and w ise  sages in  troub led  
tim es.756 T hese  sto ries are  v isua lised  in  X u  B e ih o n g ’s h is to ry  pa in tin g s, such  as 
those  describ ed  above.
F rom  the 1930s, X u  B eihong  g radually  tu rned  to the  c rea tio n  o f  C h inese  
b rush -an d  in k  p a in tings. T hey  are m ostly  execu ted  w ith  ex p ress iv e  and  hasty  
b rushstrokes. T h e ir su b jec t m atte r is also  typ ical, such  as h o rses , m agp ies, cranes, 
w illow s and  p lu m  b lossom s. N everthe less, these  b ru sh -an d -in k  p a in tin g s  do no t 
endow  X u  B e ih o n g  w ith  a tranqu il and d isengaged  im age, th e  s te reo ty p e  o f  the 
trad itio n a l C h in ese  pain ters. O n the  contrary , the ir rich  a lleg o rica l m ean ings, 
w h ich  are o ften  ex p ressed  in  the  accom pany ing  in scrip tio n s in  the in k  pain tings, 
lead  X u  B e ih o n g  to  be considered  as p assionate  and pa trio tic . B y  com parison ,
756 Wang, Xu Beihong nianpu chcingbian, pp. 52-53.
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in scrip tions are  o ften  ab sen t in  X u B e ih o n g ’s h isto ry  pain tin g s, in  p a rticu la r 
those  in  o ils. E v en  so  it has been  be lieved  th a t X u  B e ih o n g ’s h is to ry  pain tin g  
con tains an  a llu sio n  to nationalism , as D av id  W ang rem arked : “H e m u st no t have 
in tended  m ere ly  to recap itu la te  a m o m en t from  the d is tan t past; in stead , th a t 
rea lity  m ad e  sense  fo r h im  only  w hen  b ro u g h t to  b ear on  the  h is to rica l m om en t 
o f  C h ina  o f  the la te  1920s” .757 T his is perhaps because  X u B e ih o n g ’s a llegorical 
ink  p a in tings m ake  a g rea t con tribu tion  to his p a trio tic  im age, and th is im age in 
tu rn  re in fo rces  the associa tion  betw een  X u B e ih o n g ’s h is to ry  p a in tin g s and 
nationalism .
X u  B e ih o n g  w as indeed  a p a trio tic  painter, and had  p ro v ed  h is en th u siasm  
fo r n a tio n a l issues in  th e  fem ale  nude d raw ings m en tio n ed  above, w h ich  he  m ade 
b efo re  h e  sta rted  to  c rea te  la rge-scale  h is to ry  pain tings. In  ad d itio n  to  this, his 
h is to ry  p a in tin g s  w ere  m ostly  execu ted  at tim es w hen n a tio n a lism  w as 
all-pervasive. F o r th ese  reasons, it is hard ly  p ossib le  to lo o k  at X u  B e ih o n g ’s 
h is to ry  p a in tin g s w ithou t be ing  aw are o f  these  associations. In stead , they  are fu ll 
o f  a llego ry  and  are c lo se ly  associa ted  w ith  the co n tem porary  socia l and national 
sta te  in  w h ich  he w as w orking . N evertheless, the associa tion  b e tw een  X u 
B e ih o n g ’s h is to ry  pain tin g s and p o litics  is so tigh t tha t it b eco m es d ifficu lt for 
o ther ex p lan a tio n s to exist. C ho Shenko, in  his leng thy  trea tise  on  X u B eihong, 
re fu ted  th is so le  p a trio tic  read in g  o f  X u B e ih o n g ’s h is to ry  pain tin g s. H e  argued 
th a t X u B e ih o n g ’s la rge-sca le  h is to ry  pain tings, w hich  hav e  b een  accla im ed  fo r 
the ir n a tio n a lis t co nno ta tions, ac tually  carry  X u ’s ow n asp ira tions. T h e  Tian  
H eng  a n d  F ive  H u n d red  R eta in ers  thus sym bolised  X u B e ih o n g ’s am bitions to 
v isu a lise  th a t h is to rica l m om ent, w hich  had  n ev er been  w ell rep resen ted  by  the 
fo rm er p a in te rs. T h e  A w a itin g  the D eliverer  sym bolised  X u  B e ih o n g ’s am bitions
737 Wang, ‘In the Name of the Real’, p. 37.
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to re scu e  d eg en era te  C h in ese  pain ting . F u rtherm ore , The F o o lish  O ld  M an  
M o vin g  the M o u n ta in  sy m bo lised  X u B e ih o n g ’s de term ination  to  p ro m o te  and 
in sis t on  rea lism  in  C h in a ’s art arena, w here  he  believ ed  th a t fo rm a lism  had  
gradua lly  d o m in a ted .758 X u B e ih o n g ’s studen t A i Z h o ngx in  1915-2003)
reca lled  th a t X u B e ih o n g ’s c rea tion  o f  the Tian H eng  a n d  F ive  H u n d red  
R eta in ers  w as in  re sp o n se  to the question  w hich  S im a Q ian  p o se d  at the  end  o f 
the  story. S im a  Q ian  exp la ined  th a t h is m o tiva tion  fo r reco u n tin g  this 
h isto rica l s to ry  w as b ecau se  he w as touched  b y  the loy a lty  o f  th o se  m artyrs. 
M oreover, S im a  Q ian  fe lt p ity  fo r the  lack  o f  illu stra tions o f  th is story. H e  said: 
“Yet since  th ey  w ere  all supposed ly  good at lay ing  p lan s, why, I  w onder, w as 
there  n o n e  w ho  cou ld  th in k  o f  a w ay  to save  this s itu a tio n ?”760 X u  B e ih o n g ’s 
c rea tion  o f  the  Tian H eng  a n d  F ive  H undred  R eta iners  thus rev ea ls  th a t his 
p rin c ip le  am b itio n  w as to create  a g rea t C h inese p a in tin g  to  d em o n stra te  his 
capacity  as an  ou tstan d in g  new  C hinese  painter. M oreover, the  in teg rity  in  this 
sto ry  sho u ld  also  b e  a m o tiv a tio n  fo r X u B eihong, because  the  d id ac tic  and 
m oral h is to ry  p a in tin g s cou ld  educate  peop le , and thus dev e lo p  the  foun d atio n  o f 
‘illu m in a tio n ’ w h ich  X u B eih o n g  reg ard ed  as the essence  o f  real a rt in  h is article 
‘U n reso lved  D o u b ts ’.761 T herefo re , X u  B e ih o n g ’s h isto ry  p a in tin g  m ay  be 
p o litica l, b u t on ly  w ith in  a cu ltu ra l con tex t. In  o ther w ords, X u  B e ih o n g  shou ld  
su bord ina te  p o litica l m ean ings to artistic  sign ificance  in  his h is to ry  p a in tings. X u 
B e ih o n g ’s h is to ry  pain tin g s, w hich  com bine  the refined  c ra ftsm an sh ip  and 
spatia l illu s io n ism  o f  W estern  pain ting  w ith  C h inese  h is to rica l anecdo tes, are 
apparen tly  in ten d ed  to em u la te  F rench  academ ic p rac tices to  c rea te  a
758 Cho, Xu Beihong ycmjiu, p, 91.
759 Ai Zhongxin, Xu Beihong yanjiu ‘A Study on Xu Beihong’ (Shanghai, 1981), p.
50.
760 Sima, Records o f  the Grand Historian o f  China, Vol. I, p. 251.
701 Xu, ‘Huo zhi bujie’, p. 135.
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gran d -m an n er C h inese  pain ting . B y m eans o f  invok ing  the au th o rity  o f  the  
F ren ch  A cadem y, X u  B eih o n g  execu ted  h isto ry  pain tings to  rea lise  h is am bitions 
to b e  a g rea t p a in te r  in C hina. O n the o ther hand, the g rand  m anner, w hich  w as 
used  becau se  it  w as c lo se ly  b ound  to  governm en ta l and acad em ic  taste  in the 
W est, m ad e  X u  B e ih o n g ’s C hinese  pa in tings in  the  grand  sty le  b ound  to  bear 
a llegories re la ted  to nationhood .
T h e  g rand  sty le  and  id ea lised  beau ty  in  X u B e ih o n g ’s p a in tin g s  w ere 
c ritic ised  b y  X u B e ih o n g ’s peers for a lack  o f  na tio n a lis t rhe to ric . T ian  H an, X u 
B e ih o n g ’s co lleag u e  at the S ou th  C h ina  A rt A cadem y, rem ark ed  th a t X u B eihong  
avo ided  p ic tu rin g  the  rea l w orld  lite ra lly  in p u rsu it o f  id ea lised  b eau ty  in h is 
w orks, a lth o u g h  h e  c la im ed  to b e  a R ea list.762 T ian H an  c ritic ised  the 
im p o v erish ed  and  sta rv in g  peop le  dep icted  in  X u B e ih o n g ’s A w a itin g  the 
D eliverer  fo r n o t be in g  conv incing . W h at X u B eihong  cared  ab o u t w as actually  
p ic tu resq u e  R ealism . T ian  H a n ’s com m ents do to  a certa in  lev e l co in c id e  w ith  
X u  B e ih o n g ’s p o in t o f  v iew  -  the best art w ork  is based  on p ic to ria l rea lism  but 
shou ld  u ltim a te ly  go b ey o n d  it to  ach ieve idealised  beauty , as d iscu ssed  in  
C h ap ter 4 .2 . T h e  w rite r X ie  B in g y in g  1906-2000) a lso  shared  a sim ilar
p o in t o f  v iew  w ith  T ian  H eng  w hen  she v isited  X u B e ih o n g ’s ex h ib itio n  in  1935. 
S he  p ra ised  X u  B e ih o n g ’s pa in tings because  they  w ere no t ex ecu ted  sim ply  fo r 
the  sake o f  art; ev en  so they  still d id  no t dep ic t the social rea lity  su ffic ien tly .763 
T h ese  rem ark s d em o n stra te  th a t the  p u rsu it o f  art s till com es b e fo re  po litica l 
concerns in  X u  B e ih o n g ’s h isto ry  pain tings.
O ther than  th e ir p a trio tic  im p lica tions, X u  B e ih o n g ’s p a in tin g s w hich
762 Tian Han, ‘Women de ziji pipan -  women de yishu yundong zhi Iilun yu ship’ ci 
fJt4'U -  "fJcfH 1®f ^ J M - S l j ^ , ‘Our Self-Criticism -  the Theory and Practice of Our 
Art Movement’, in Wang, Xu Beihong nianpu changbian, pp. 60-63.
763 Xie Bingying, ‘Beihong de hua’ ‘Beihong’s paintings’, in Wang, Xu Beihong
pingji, pp. 221-223.
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conno te  h is  ow n  asp ira tions are also m an ifest in  h is b ru sh -an d -in k  pain tings. T he 
pa in tin g s w h ich  are en titled  C henyin  ‘R u m in a tio n ’) sh o u ld  be  am ong
those  tha t b e s t rep resen t X u B e ih o n g ’s se lf-reflection  and  asp ira tions. T h e  two 
pain tings w ith  the  sam e title  o f  R um in a tio n  w ere m ade in  1932 and  1936 (F igs 
177-178).764 T h e ir  com p o sitio n  is sim ilar. T he  space o f  th e  p ic tu res  is a lm ost 
com ple te ly  o ccu p ied  by  to w erin g  cypresses, w hich  are d ep ic ted  w ith  hastily  
b ru sh ed  in k  daubs. T h ere  is on ly  one tiny  h um an  figure  -  v e ry  p o ss ib ly  X u 
B eihong  h im se lf  -  e ith e r stand ing  to  face  the  huge  trees o r tu rn in g  h is b ack  to 
them . H e  seem s to b e  in  m edita tion . T he poetic  in scrip tion  on  the tw o  pain tings 
is iden tica l, saying: “S in ce  w hen  w ere  h eaven  and earth  co llap sed , leav in g  it to 
w itness the  p as t and p resen t?  T he dynam ic  overtones o f  a life tim e  ga ther here  for 
m e to co n tem p la te” .765 T he  1932 version  w as execu ted  w hen  X u B eih o n g  w as 
stay ing  w ith  H u  S h i in  B eijing . In the  le tte r w hich  X u B e ih o n g  w ro te  to  W u 
Z hihui, he sa id  tha t it w as a de ligh t to  b e  able to stay  safe  and  to  ta lk  w ith  friends 
abou t na tio n a l crises in  B e ijin g .766 W ith  regard  to the co n tex t o f  the  1932 
R u m in a tio n  p a in tin g  and  the  im age  o f  d estruction  in  the  in scrip tio n , th is pain ting  
has o ften  b een  seen  as X u  B e ih o n g ’s con fession  o f  his p a trio tism . In F eb ruary  
1932, X u B e ih o n g  w en t up  to B eijing  becau se  the Jap an ese  in v asio n  o f  N an jing  
caused  the N a tio n a l C en tra l U n iv ersity  to c lose tem porarily .767 N o n ethe less, the 
en during  n a tu re  o f  the  cypresses is very  possib ly  an  a llu sion  to  X u  B e ih o n g ’s 
se lf-expectation . In  1936, w hen  one o f  the  R um in a tio n  p a in tin g s w as executed , 
la rg e-sca le  S in o -Jap an ese  con flic t w as abou t to b reak  out. M a n y  artis tic  activ ities 
w ere  su sp en d ed  b ecau se  o f  the fo re ign  invasion  and in te rio r p o litica l upheavals.
764 For a list of the titles and inscriptions in Xu Beihong’s painting, see Wang, Xu Beihong wenji, 
pp. 213-221.
765 Wang, ‘Sketch Conceptualism as Modernist Contingency’, p. 130.
766 Wang, Xu Beihong nianpu changbian, p,104.
767 Wang, Xu Beihong nianpu changbian, p,104.
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A t th is tim e, m an y  ac tiv ities in  w hich  X u B eihong  p a rtic ip a ted  d em o n stra ted  that 
h o w  to  co n tin u e  the d ev e lo p m en t o f  C h inese  pain ting  in  w artim e  and  how  to 
m ak e  art se rv e  na tio n a l needs becam e cen tral e lem ents o f  X u B e ih o n g ’s 
career.768 B esides, from  the la te  1920s, X u  B eihong  had  trig g ered  several 
d ispu tes w ith  som e w ell-know n  figures in  the artistic  and lite ra ry  fie lds. T he  
b a ttle fie ld  in  the  1929 N a tio n a l A rt E x h ib ition  w as the m o st fam ous o f  these, and 
the b itte r d isp u te  b e tw een  h im  and  L iu H aisu  ov er the ir re la tio n sh ip  and  learn ing  
backgrounds w as ano ther.769 In the ligh t o f  these  d ifficu lties th a t X u B eihong  
had  en coun tered , the  p o e tic  in sc rip tion  o f  the R u m in a tio n  p a in tin g s thus very 
p o ssib ly  p ro jec ted  X u  B e ih o n g ’s ow n situation  ra th er than  b e in g  a m e tap h o r for 
n a tiona l crises. N ev erth e less , these  pain tings w ith  allusions to  se lf-p o rtra itu re  are 
no t com p le te ly  detach ed  from  po litica l sign ificance. T h e  R u m in a tio n  pa in tings 
w ere  c rea ted  at m o m en ts  w hen  X u B eihong  w as filled  w ith  p a trio tic  passion . X u 
B e ih o n g ’s tu rn  to  b ru sh -an d -in k  C h inese  pain tin g  is also  seen  as a re sp o n se  to 
the upsu rge  o f  na tio n a lism  in  the  1930s.770 P atrio tism  is an in teg ra l p a rt o f  X u 
B e ih o n g ’s a lleg o rica l pa in tings. H ow ever, w hat concerned  X u  B e ih o n g  m ost 
th ro u g h o u t h is  life  w as alw ays art -  how  to refo rm  C h inese  art and  how  to  create  
a new  C h inese  pain ting . A lthough  X u B eihong  w as a pa trio t, the  sign ificance  o f 
his p a in tin g s sho u ld  n o t be  p in n ed  dow n to the m ere ly  po litica l.
X u  B e ih o n g  d em o n stra ted  his asp irations no t on ly  th ro u g h  the
se lf-re flec tiv e  pa in tin g s, b u t also  b y  m eans o f  his pa in tings w h ich  h ad  specia l
m ean ings fo r  friends, such  as the ho rse  pain tin g  o f  1938, w h ich  w as in scribed  to
Q i B aish i 1864-1957) to ce leb ra te  the  b irth  o f  Q i B a ish i’s son  (Fig.
768 For a detailed list of Xu Beihong’s career in 1936, see Wang, Xu Beihong nianpu changbian, 
pp. 164-176.
9 For a detailed study of the 1929 National Ait Exhibition, see Chapter 5. Xu Beihong 
published two statements in 1932 to announce that he was not Liu Haisu’s student and to refute 
Liu’s regarding him as the practitioner of Academism. For the statements published by Xu 
Beihong and Liu Haisu over these issues in 1932, see Wang, Xu Beihong wenji, p. 52.
770 Wang, ‘Sketch Conceptualism as Modernist Contingency’, pp. 129-130.
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179). T he  ru n n in g  ho rse  in  the  p ic tu re  sym bo lised  X u  B e ih o n g  h im se lf, w ho 
w ished  to  h av e  been  ab le  to ran  to  ce leb ra te  w ith  Q i B aish i in  person . X u 
B eih o n g  also  m ad e  p a in tings in  co llabo ra tion  w ith  o ther p a in te rs, such  as w ith  Qi 
B aish i in  the G am ecocks  o f  1947 and w ith  W ang Y achen in  th e  C at an d  
G old fishes  o f  1946 (F igs 180-181). T h ese  pain tings no t on ly  e x h ib ited  X u  
B e ih o n g ’s frien d sh ip  w ith  o th e r p a in te rs b u t also d em onstra ted  h is w ide  
connections in  th e  art w orld . In the  1920s, X u  B eihong  p o rtray ed  in o ils several 
in fluen tia l cu ltu ra l and  artistic  figures o f  the  earlie r g enera tion , such  as K ang 
Y ouw ei, C hen  S anyuan  and R en  B on ian  (F igs 137-139). T h ese  oil po rtra its  show  
th a t X u  B e ih o n g  seem ed  eager to  c la im  a position  in the art fie ld  b y  po rtray in g  
these  em in en t figu res to  endorse  his accom plishm ents. B y  co m parison , X u 
B e ih o n g ’s la te r in k  pa in tings rev ea led  his affilia tion  and  in te rac tio n  w ith  
co n tem p o ra ry  artists. I t w as c lear tha t X u B eihong  had  su ccessfu lly  en tered  the 
art a rena  and  ac tiv e ly  accum ula ted  h is cu ltu ra l cap ita l th rough  affilia tion . X u  
B eihong  fo llo w ed  the social p rac tice  am ong  the trad itiona l sch o la r p a in te rs, 
w h ich  w as d isg u ised  u n d er the am ateurism  o f  the ir lite ra ti p a in tin g .771 M oreover, 
X u  B e ih o n g  in fu sed  rich  layers o f  a llegories in to  h is in k  pain tin g s. C om bined  
w ith  W estern  rea lis tic  techn iques, as is c lear in  the an a to m ica lly -p rec ise  beasts 
and an im als in  h is in k  pain tings, X u B eihong  added  to the  b ru sh -an d -in k  pain ting  
genre  w h ich  trad itio n a lly  favoured  a rec lu sive  taste  the earthy  fu nc tion  o f  
re flec tin g  socia l reality. O n the o ther hand , by  com bin ing  b o th  trad itio n a l and 
m odern  cu ltu ra l cap ita l -  in k  p a in tin g  and W estern  rea lism  -  X u B e ih o n g  qu ick ly  
b u ilt h is fam e  in  bo th  trad itional and W estern  areas o f  C h in a ’s a rt w orld . In 
S ep tem b er 1930, the  S h ibao  P ic to ria l pub lished  X u B e ih o n g ’s in k  pain tin g  and 
rem ark ed  th a t X u  B e ih o n g  w as am ong  the m o st accom plished  W estern -sty le
771 Craig Clunas, Elegant Debts: The Social Art o f  Wen Zhengming, 1470-1559 (London, 2004).
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pain ters in  C h ina  and  th a t he  had  recen tly  tu rned  to  the  c rea tion  o f  n a tional 
p a in tin g .772 In June  1931, the  B eichen  P ic to ria l p u b lish ed  X u
B e ih o n g ’s h o rse  p a in tin g s and the accom pany ing  co m m en ta ry  ex p ressed  h igh  
regard  fo r X u  B e ih o n g ’s ach ievem en ts in  bo th  W estern  and  C h in ese  p a in tin g .773 
In  1935, X u  B eih o n g  w as ha iled  as “the lead er o f  the  w orld  o f  C h in ese  p a in tin g ” 
(Z hongguo  h u a tia n  zh i x iandao  ^ l ^ f f i S ^ T f c ^ ) . 774
772 Xu and Jin, Xu Beihong nianpu, p. 68.
773 Xu and Jin, Xu Beihong nianpu, p. 77.
774 Xu and Jin, Xu Beihong nianpu, p. 108.
314
6.3 Modernity
W h en  X u  B e ih o n g ’s Tian H eng  a n d  F ive H undred  R eta in ers  and  A w aiting  
the D e liverer  w ere  exh ib ited  in  1930, they  w ere h igh ly  acc la im ed  as “the  firs t 
sign  o f  R en a issan ce  in  C h inese  art” .775 A cco rd ing  to  M ay ch in g  K a o ’s study, X u 
B e ih o n g ’s J iu fa n g  G ao  and  The F oo lish  O ld  M a n  M oving  the M o u n ta in  sough t 
to “rev iv e  the g ran d eu r o f  C h inese  figure pain tin g  o f  H an  (202  B C -2 2 0  A D ) and 
T ang (618-907) tim es” 776 X u B eihong  also tried  to transfo rm  T he F o o lish  O ld  
M a n  M o vin g  the M o u n ta in  in to  a m osaic  w all pain ting , u sing  the  fo rm  o f  the 
trad itional b rick  re liefs  and  w all pa in tings p o p u la r in  the H an  and  T ang  periods. 
T h is p ro g ram m e w as su sp en d ed  half-w ay  th rough  becau se  o f  a lack  o f  offic ia l 
support.777 T hese  rem arks and activ ities dem onstra ted  th a t X u  B e ih o n g  in tended  
to  crea te  a  new  C h in ese  pain tin g  th rough  the  m o dern isa tion  and  re ju v en a tio n  o f  
the  rea lis tic  trad itions o f  C h inese  art, and figu re  p a in tin g  w as at th e  cen tre  o f  his 
re fo rm  p ro g ram m e. In  h is first artic le  w hich  touched  on  the re fo rm atio n  o f  
C h inese  p a in tin g  in 1918, X u B eihong  h ad  critic ised  the rig id  and  u n rea lis tic  
d ep ic tion  in  C h in ese  fig u re  pain tin g  becau se  pain ters lacked  any  fac ility  in 
th ree-d im en sio n a l m o d e llin g .778 C hiaroscuro  m o delling  and a goo d  k n o w ledge  
o f  a n a to m y  in  W estern  fig u re  p a in tin g  there fo re  served  as the  m o st su itab le  
veh ic le  fo r X u  B e ih o n g  to  m od ify  the shortcom ings in  C h in ese  fig u re  pain tin g  
and to  c rea te  a new  go lden  age o f  C h inese  pain tin g  in  m odern  tim es.
A s d iscu ssed  in  C h ap ter 2, f igu re  pain tin g  had  been  trad itio n a lly  regarded  
as the  gen re  fro m  w hich  p ro fessiona l and com m ercia l a rtists, such  as X u 
B eihong , m ad e  th e ir  liv in g  and thus it had  held  a low er p o sitio n  in  th e  h ierarchy
775 Zi Tian ‘Xu Beihong de hua1 ‘Paintings of Xu Beihong’, Zhongyang
ribao, 24 January 1930; It is also collected in Wang, Xu Beihong pingji, pp. 306-307.
776 Mayching M. Kao, China’s Response to the West in Art: 1898-1937, unpublished Dphil 
dissertation (Stanford University, 1972), p. 155.
777 Cho, Xu Beihong yanjiu, p. 106.
778 Xu, ‘Zhongguohua gailiang zhi fangfa’, pp. 44-45.
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o f  C h in ese  pa in tin g , w h ich  fav o u red  am ateurism . H ow ever, th e  rea lis tic  features 
o f  figu re  p a in tin g  m atch ed  the call o f  tw en tie th -cen tu ry  in te llec tu a ls  fo r a new  
p ic to ria l tech n iq u e  to  ren d er co n tem porary  C h ina  and to s tren g th en  h e r national 
character.779 So the  rea lis tic  stra in  o f  C h inese pain tin g  w as re -v a lu ed  and  w as 
consid ered  to be th e  k in d  o f  C h inese  pa in ting  w h ich  w as ab le  to  co m p ete  w ith  
m a te ria lly -ad v an ced  W estern  art. T h is com parative  and  g lobal v iew  h ad  been  
cen tred  on X u  B e ih o n g ’s stra teg ies tow ards the m o d ern isa tio n  o f  C h inese  
p a in tin g  since  th e  1910s. In  h is  1926 speech  ‘O n A n c ien t and  M o d ern , C h inese  
and W estern  A lt -  A  S peech  G iven  at D atong  U n iv e rs ity ’, X u  B e ih o n g  rev iew ed  
the d ev e lo p m en t o f  C h in ese  pain tin g  from  a g lobal angle. A s fa r  as cu rren t 
C h inese  p a in tin g  w as concerned , X u B eihong  argued, b ird -an d -flo w er pain tin g  
w as the  best, lan d scap e  p a in tin g  w as the second  best, and  fig u re  p a in tin g  w as the 
w orst, b ecau se  th ere  w ere  no m asters o f  figure  pain tin g  in  C h ina  n o w ad ay s .780 
X u B e ih o n g  w en t fu rth e r and  ju d g ed  the accom plishm ents o f  the  
h is to rica lly -acc la im ed  fig u re  pain ters in  a g lobal lig h t too. H e lis ted  the m asters 
o f  fig u re  p a in tin g  in  C h inese  h is to ry  such  as Yan L iben  (ItU tf 2 fs ?-673), W u 
D aozi 680 -759), Z hao  M engfu  1254-1322), Q iu  Y ing, C hen
H ongshou , R en  B o n ian  and W u Youru. A lthough  the ir ach iev em en ts  w ere 
approved  by  th e ir  com patrio ts , in  X u B e ih o n g ’s eyes th e ir  sk ills w ere  n o t good 
enough  to  co m p ete  w ith  th e ir  in ternational coun terparts 781 X u B e ih o n g  
critic ised  the w ay  th a t W u D a o z i’s superstitious a ttitude  caused  h im  to create  
w ro n g ly -p ro p o rtio n ed  Ind ian  deities in his w orks. H e  also  c ritic ised  C hen  
H o n g sh o u ’s fo rm u la rised  hand ling  o f the  figures in  h is pa in tin g s, such  as the 
w ay th a t beau ties  w ere  all dep ic ted  w ith  w ide jaw s, th a t figures w ere  d ressed
779 See Chapter 2-4.
780 Xu, lGujin Zhongwai yishulun -  Zed Datong claxue jiangyanci', p. 101.
781 Xu, 'Gujin Zhongwai yishulun -  Zai Datong claxue jiangyanci’, p, 101.
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w ith o u t regal'd  to the  seasons, and  tha t his figures w ere all p a in ted  narrow -eyed  
(Fig. 182).782 H ow ever, the im portance  o f  the realistic  trad itio n s o f  figu re  
p a in tin g  can n o t be ig n o red  in  the m odern isa tion  o f  C h inese  p a in ting . In  his 
artic le  on the m o d ern  rena issance  o f  C h inese  art, X u  B eih o n g  argued  tha t 
m odern  C h in ese  pain tin g  shou ld  re juvenate  the g rand  trad itio n s, as ep itom ised  in  
the g rea t a rtw orks in  the  B u d d h ist caves.783 To im prove  the d efec ts  o f  trad itional 
rea lis tic  p a in tin g  and  a t the  sam e tim e  to resto re  its g rand  m anner, X u B eih o n g  
therefo re  co n c lu d ed  th a t p ic to ria l rea lism  and C hinese  c la ssic ism  w as the key  to 
the  re fo rm  o f  C h in ese  pain ting , m ak ing  it com parab le  w ith  W estern  art in  the 
m o d ern  e ra .784
T his p ro p o sa l fo r th e  m o dern isa tion  o f  C h inese  p a in tin g  is em b o d ied  in  X u 
B e ih o n g ’s h is to ry  pain tin g , w hich  com bines W estern  life  d raw in g  and  C hinese 
classica l f ig u re  pain ting . T h e  v igorous figures in The F o o lish  O ld  M a n  M ovin g  
the M o u n ta in  and  the ir m ovem en ts are rem in iscen t o f  the energ e tic  w orkm en  in 
the  b rick  re lie fs  o f  the  H an  dynasty  (Fig. 183). C om pared  w ith  th e  silhoue tted  
figures w ith  little  ind ica tio n  o f  vo lum e in  the b rick  re liefs, the  fig u res  in The  
F oo lish  O ld  M a n  M o v in g  the M oun ta in  are heav ily  m o d elled  and  in  this w ay 
they  d em o n stra te  the  p a in te r ’s anatom ical know ledge and the  sk ills  he  had  
o b ta ined  fro m  life -d raw in g  p ractice . T he  sketches fo r T he F o o lish  O ld  M an  
M ovin g  the M o u n ta in  a lso  m ake it c lear th a t the figures in  the p ic tu re  are 
m o d elled  afte r rea l p eo p le  (F igs 169-170). W ith  the  aid  o f  W estern  life  draw ing, 
the  m u scu la r fig u res  in  The F oo lish  O ld  M an  M oving  the M o u n ta in , w h ich  are 
rem in iscen t o f  B u d d h ist scu lp tures and  o f  the ro b u st figures in  M ich e lan g e lo ’s 
p a in tings, em b o d y  X u B e ih o n g ’s asp irations to c rea te  a g rand  and
782 Xu, ‘Zhongguohua gailiang zhi fangfa’, p. 44.
783 Xu, ‘Fuxing Zhonguo yishu yundong’, p. 547,
784 Xu, lGujin Zhongwai yishulun — Zai Datong daxue jiangyanci', p. 103.
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rea lism -o rien ted  m o d ern  C hinese  pain ting . M oreover, th e  an a to m ica l p rec ision  
o f  the  figures in  The F o o lish  O ld  M an  M ovin g  the M o u n ta in  d em o n stra ted  a 
sc ien tific  a ttitu d e  w h ich  had  been  considered  to  be  the e ssen tia l veh ic le  fo r 
C h in a ’s m odern isa tion .
F o r X u  B eihong , m odern  C hinese  p a in tin g  a im ed  to rev iv e  the  rea lis tic  
trad itions o f  p ro fessio n a l p a in tin g  and, at the  sam e tim e, sh o u ld  rep resen t a 
sc ien tific  and  en erg e tic  e thos to sym bolise  m odern  C hina. A s a resu lt, m any  o f 
X u  B e ih o n g ’s pa in tings shared  a g rea t sim ilarity  in com p o sitio n  w ith  the w orks 
o f  R en  B o n ian  and  W u Y ouru, the artists w hom  X u  B eih o n g  en th u siastica lly  
acc la im ed  as th e  on ly  au then tic  pa in ters in  the w orld  o f  C h in ese  a rt in  the  past 
th ree  h u n d red  y ears .785 A s d iscussed  in  C hap ter 2 .2 , severa l o f  X u  B e ih o n g ’s 
h is to ry  pa in tin g s are apparen tly  in sp ired  b y  those  o f  R en  B on ian . A lth o u g h  there 
is a co rresp o n d en ce  b e tw een  X u B eihong  and the p ro fessio n a l p a in te rs ’ w orks in 
te rm s o f  co m p o sitio n  and sub jec t m atter, X u B e ih o n g ’s w orks dem o n stra te  a 
fu rth er in flu en ce  o f  W estern  learn ing . T he figures in  X u B e ih o n g ’s pa in tings are 
p o rtray ed  w ith  m o re  care  fo r p a in stak in g  techn ique and an a to m ic  p rec ision , In 
add ition , th e  com m erc ia l and  anecdo ta l taste  in  R en  B o n ia n ’s p a in tin g s is 
rep laced  b y  a m o re  so lem n  and e rud ite  m anner in  X u  B e ih o n g ’s w orks. It 
appears th a t R en  B o n ian  is the m o st in fluen tia l C h inese  p a in te r on  X u  B e ih o n g ’s 
career. In  add itio n  to  fig u re  pain ting , R en  B o n ian ’s in flu en ce  u p o n  X u B e ih o n g ’s 
ou tp u t is a lso  seen  in  th e  pain tings on them es such as cats, fow ls and  b irds. C ats 
are o ften  seen  in  X u  B eihong  and  R en  B o n ian ’s w orks (F igs 184-185). B y 
com parison , R en  B on ian  w as obv iously  m ore  in te rested  in  the  p lay fu l use o f 
C h inese  b ru sh  and  ink, w hereas X u B eihong  cared  m ore  abou t th e  ana tom ic  
p rec is io n  o f  th e  cat. B esides, cats in  X u  B e ih o n g ’s p a in tings are  also  em p lo y ed  to
785 Xu, ‘Fuxing Zhonguo yishu yundong1, p. 548.
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serve  as a sa tire  011 C h inese  p e o p le ’s cow ard ice  w hen  co n fro n ted  w ith  national 
crises, such  as Ja p a n ’s v io len t invasion  (Fig. 186).786 To m o d ern ise  C h inese  
p a in ting , X u  B e ih o n g  d rew  on  the genres p o pu lar in  p ro fessio n a l p a in tin g  and 
rep resen ted  th em  in  a m ore  inv ig o ra tiv e  m anner by  in fu sin g  in to  th em  the 
W estern  p ic to ria l techn iques. H e also rep laced  the trad itio n a lly  co m m erc ia l and 
e n te rta in in g  tas te  o f  p ro fessio n a l pa in tin g  w ith  a n a tiona listic  rhe to ric .
A s d iscu ssed  in  C h ap te r 2.4, the  scho lar-am ateu r p a in tin g  h ad  been  
reg ard ed  b y  X u  B eih o n g  and  o ther refo rm -m inded  in te llec tu a ls  as th e  m ajo r 
cause o f  the  degen era tio n  o f  C h inese  pain ting  in m odern  tim es. S o  in  X u 
B e ih o n g ’s eyes, m o d ern  C h inese  pa in ting  shou ld  reverse  th e  en tren ch ed  
a rt-h isto rica l o rth o d o x y  w hich  p rio ritised  the am ateu r S o u th ern  S ch o o l and 
shou ld  rev a lu e  the g ran d eu r o f  the p ro fessional N o rth ern  S choo l. In  te rm s o f  the 
d ifference  b e tw een  the artisan  N orthern  S choo l and  the sch o la rly  S ou thern  
S choo l, X u  B eih o n g  in d ica ted  th a t the  e legan t and sm all p ieces o f  th e  Sou thern  
S choo l w ere  o n ly  su ffic ien t to p lease  bu t w ere un ab le  to in sp ire  aw e. O n the 
contrary , the  th o ro u g h  c ra ftsm ansh ip  o f  the  N orthern  S choo l co u ld  dep ic t 
so m eth ing  o v erw h e lm in g ly  m ag n ificen t and v igorous, so m eth in g  as g rea t as 
M ich e lan g e lo ’s pa in tin g s or B ee th o v en ’s m u sic .787 X u B e ih o n g  no t on ly  
rep resen ted  th is g ran d eu r in  his figure and h isto ry  p a in tings, b u t a lso  in fu sed  this 
fea tu re  in to  h is b ird -an d -flo w er genre. X u B eihong  m ad e  m an y  m ag p ie  pain tings 
in  the  1930s and  1940s. T h e  a rrangem en t o f  the m agp ies and  b ran ch es in  his 
w o rk  is rem in iscen t o f  the  b ird -and -flow er pain ting  o f  the  S o n g  co u rt s ty le  (Figs 
187-188). T h ese  m agp ie  pa in tings d em onstra te  X u B e ih o n g ’s o p in ions o f  the 
m odern  ren a issan ce  o f  C h inese  art. H e argued  th a t the  m o d ern  C h inese  
ren a issan ce  sho u ld  firs t reg en era te  figu re  pain tin g  and then  ex ecu ted  as good
786 Hua, Xu Beihong de Zhongguohua gailiang, pp. 127-128.
787 Xu, ‘Faguo yishu jinkuang’, p. 73.
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b ird -an d -flo w er p a in tin g s as the S ong  artists had  done.788 C o m p ared  w ith  the 
g racefu l S o n g  b ird s  w h ich  are ren d ered  w ith  fine b ru sh w o rk  and  rich  layers o f 
co lours, the  ro b u st b ird s w h ich  are dep ic ted  w ith  b o ld  b ru sh stro k es and  in k  in  X u 
B e ih o n g ’s w o rk  reveal a v igorous in ten tion . A lthough  the  m ag p ies  are  dep ic ted  
w ith  free  and  ex p ressiv e  b rushw ork , th e ir stu rdy  shapes and  v a ried  gestures 
create  a spatia l sense  in  the  p ic tu res, dem onstra ting  tha t th e  p a in te r  m ust 
ca re fu lly  o b se rv e  and  d irec tly  draw  them  first. X u B e ih o n g ’s v igo ro u s m agp ie  
p a in tin g  is rem in iscen t o f  R en  B o n ia n ’s b ird -an d -flo w er p a in tin g  (Fig. 189). T he 
ro b u st m ynas and  the b o ld  b ru sh w o rk  c learly  reveal R en  B o n ia n ’s in flu en ce  
upon  X u  B eihong . N o n ethe less, R en  B o n ian ’s b ru sh w o rk  is b o ld e r than  X u 
B e ih o n g ’s. A lth o u g h  the sp a tia l sense and  the stu rdy  b ird s  a lso  e x is t in  R en  
B o n ia n ’s p a in tin g  and  d em onstra te  h is know ledge  and  p rac tice  o f  W estern  
draw ing , how  to  rep resen t a p a in te r ’s a ttitude tow ards in k  and  b ru sh  is s till the 
p rio rity  o f  co n cern  in  R en  B o n ia n ’s creation . In  o ther w ords, R en  B on ian  w as 
c learly  m o re  co n cern ed  ab o u t how  to  rep resen t his acco m p lish m en ts  in ink  and 
brush  th ro u g h  h is d ep ic tion  o f  the  m ynas. B y  com parison , fo r X u  B eihong , ink  
and b ru sh  la rge ly  se rved  as tools ju s t  like  the W estern  p encil and  chalk , to  render 
the  vo lu m e and  shape o f  the m agpies. A lthough  R en B on ian  and  X u  B e ih o n g ’s 
pa in tings sh a red  a g rea t sim ilarity , X u B e ih o n g ’s b ird -an d -flo w er p a in tin g  has 
step p ed  c lo se r tow ard s m o dern isa tion  because  o f  its ev iden t b reak  w ith  and 
in ten d ed  re fo rm  o f  the  trad itions.
In add itio n  to  rev a lu in g  the s ign ificance  o f  p ro fessio n a l p a in tin g  in  the 
m o d ern isa tio n  o f  C h in ese  art b y  rev iv ing  its rea lis tic  techn iques and  g rand  
fea tu res, X u  B e ih o n g  also  re fo rm ed  lite ra ti pa in tin g  by  s tren g th en in g  its v isual 
in tensity . F o r exam ple , in  the  p a in ting  P lu m  B lossom  p a in tin g  (F ig. 190), X u
788 Xu, ‘Fuxing Zhonguo yishu yundong’, p. 549.
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B eih o n g  c rea ted  a  m ig h ty  e ffec t in  the  p ic tu re  by  pain tin g  th e  tree  tru n k  w ith  
ep ig rap h ic  b ru sh stro k es and fillin g  the space  o f  the p ic tu re  w ith  n um erous tw igs. 
H e c learly  in ten d ed  to  c rea te  a sense  o f  v isual in tensity  in  the  p ic tu re  b y  
rem o v in g  th e  rem o te  fee lin g  tha t literati p a in tin g  had  o ften  g iven  to  th e  v iew ers. 
M oreover, X u  B eih o n g  le ft an in scrip tion  on the upper rig h t s ide  o f  the p icture , 
in  w h ich  h e  w ro te  to  h is w ife  abou t his life and career in the w artim e  cap ita l o f  
C hongq ing . X u  B e ih o n g  accused  lite ra ti pa in tin g  o f  causing  the degen era tio n  o f  
C h inese  p a in tin g  in  the  m odern  era. H e refo rm ed  it by  rep lac in g  its sketchy  and 
g racefu l b ru sh w o rk  w ith  the  heavy  and  ep igraphic  strokes o f  th e  N o rth e rn  
S choo l, con tin u in g  th e  re fo rm atio n  o f  S ou thern-sty le  e leg an t p a in tin g  and 
ca llig rap h y  w h ich  h ad  been  carried  ou t by  artists and in te llec tua ls  in  the late 
n ine teen th  century . T h is  en thusiasm  fo r ep ig raphy  had  a b road  in flu en ce  in  the 
cu ltu ra l fie ld  o f  the  n in e teen th  cen tu ry .789 In fluenced  by  K ang  Y ouw ei, X u 
B eih o n g  h ad  d em o n stra ted  h is pen ch an t fo r the ca llig rap h y  o f  the N o rth e rn  
S choo l in  th e  early  stages o f  his career.790 A t the sam e tim e, X u  B eih o n g  also 
re ta in ed  the ty p ica l p rac tices o f lite ra ti pa in tin g  in  h is w orks, such  as leav ing  
long  in sc rip tions, ex ecu tin g  pa in tings fo r socia l connections and  c rea tin g  sim ply  
fo r am usem ent. N o n eth e less , the p rac tices o f  lite ra ti p a in tin g  in  X u B e ih o n g ’s 
w o rk  w ere  freq u en tly  em ployed  to  express his concerns and  fee lin g s tow ards 
na tiona l crises ra th e r  than  to reveal a sec luded  m ind , as trad itio n a l scho lars  had 
done. T h e  p lu m  tree, w h ich  w as am ong  the sec luded  m otifs o f  lite ra ti pain ting , 
thus tu rns sto u t in  X u  B e ih o n g ’s w orks and enables the  v iew er to  v isu a lise  m ore 
earthy  issues. T h ro u g h  th e  c rea tion  o f  a new  sty le  o f  lite ra ti pa in tin g , X u
789 For the epigraphic movement in Chinese painting and calligraphy at the turn of the twentieth 
century, see Stephen Little ed., New Songs on Ancient Tunes: 19,h-20'h Century Chinese Paintings 
and Calligraphy from the Richard Fabian Collection (Honolulu, 2007).
790 Chen Chuanxi ‘Xilun Xu Beihong de yishu’ Iff tilt il l fit! IB f  Id > ‘A Analysis of Xu
Beihong’s Art’, in Xu Beihong huihua quanji, Vol. I, pp. 7-27 (pp. 22-23).
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B eih o n g  p lay ed  th e  ro les b o th  o f  an accom plished  p a in te r and  a C h in ese  
in te llec tua l w ho  freq u en tly  w orried  abou t the fu tu re  o f  h is na tion . H is asp irations 
m ay be w ell c ry sta llised  in  his P ine  pa in ting  (Fig. 191). T he  ca llig rap h ic  
b ru sh w o rk  and  the  accom pany ing  po em  p u t th is w o rk  in  the  sty le  o f  lite ra ti 
pa in ting . N o n e th e less , X u  B eih o n g  em ployed  the bo ld  and h eav y  ep ig raph ic  
b ru shstrokes o f  th e  N o rth e rn  S choo l to  p a in t and thus added  a sen se  o f  in tensity  
to the p ic tu res. In  the pain ting , X u  B eihong  inscribed  a p o em  w ritten  b y  C hen  
S anyuan . T h e  p o em  describes the  enduring  fea tu re  o f  the  p in e  tree , w h ich  still 
stands firm ly  a fte r thunderbo lts . C hen  S anyuan  used  the p in e  tree  to  sy m bo lise  a 
sc h o la r’s v irtue , w h ich  h ad  to  be brave  to  res is t the  ty rann ica l reg im e .791 T he 
su b jec t m a tte r and  th e  enduring  fea tu re  o f  the p ines are rem in iscen t o f  X u 
B e ih o n g ’s R u m in a tio n  p a in tings, w h ich  w ere  also execu ted  at th is  tim e  (Figs 
177-178). A s d iscu ssed  befo re , the R u m ina tion  pa in tings rep resen ted  X u 
B e ih o n g ’s p a trio tic  p ass io n  and h is se lf-expectation . C o n sid erin g  the  sim ilar 
co n tex t o f  the  c rea tion  o f  bo th  the P ine  and the R u m in a tio n  p a in tin g s, the  P ine  
p a in tin g  thus also  carried  rich  layers o f  allegory. C hen  S an y u an  w as a rad ica l 
Q ing  scho lar, and  X u B eihong  m ay  have invoked  h is p o em  to  sym b o lise  h is ow n 
refo rm ed  a ttitu d e  tow ards trad itiona l C h inese  pain ting . A s d iscu ssed  in  C hap te r 
4 .3 , X u B e ih o n g  had  execu ted  several portra its o f  C hen  S an y u an  fro m  the  la te  
1920s. T h e se  p a in tin g s n o t on ly  dem onstra ted  X u B e ih o n g ’s am bitions to bu ild  
his fam e in  the art w orld  th rough  m ulti channels, b u t also m an ifes ted  his 
asp ira tions to  be  the m o d em  h e ir to the C h inese culture.
X u B e ih o n g  a im ed  to  c rea te  a m odern  C hinese p a in tin g  sty le  w hich  
co m b in ed  the  rea lis tic  and grand  sty le  o f p ro fessiona l p a in tin g  as w ell as the 
a llego rica l and  in te llec tu a l fea tu res o f literati pa in ting . B esides rev iv in g  the good
791 For the poem, see Wang, Xu Beihong nianpu changbian, p. 108.
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trad itions, X u  B e ih o n g  a lso  tu rned  to W estern  art to lo o k  fo r th o se  e lem ents 
w h ich  co u ld  fu rth e r im prove  these  trad itions to m ake th em  m ore  su itab le  fo r 
m odern  tim es. T he  th ree  pa in tings 011 the sam e them e o f  p in e  and  cranes m ay 
ex em p lify  X u  B e ih o n g ’s efforts in  the  m odern isa tion  o f  C h in ese  pain ting . C ranes 
and  p in es carry  m u ltip le  im plica tions and are p o p u la r in  trad itio n a l C h inese  
pain ting . F o r  exam ple , b o th  c rane  and p ine  sym bo lise  lo n g ev ity  and thus serve as 
an ausp ic ious m o tif  po p u la r in  p ro fessiona l pain ting . A lso  the p in e  is sym bolic  o f  
C onfuc ian  v irtue , and  the crane  is em blem atic  o f  sec luded  life . S o  th ey  often  
appear in  lite ra ti p a in tin g  as w ell, such  as W en Z h en g m in g ’s p a in tin g  Q in he tu 
( # | | I f f [ ,  ‘Z ith e r and C ra n e ’) (F ig. 192). O ne o f  X u B e ih o n g ’s P in e  a n d  C ranes  
pa in tings w as m ad e  as a g ift to ce lebra te  P en g  H an h u a i’s 1876-1952)
b irth d ay  (F ig. 193). X u B eihong  em ployed  the bo ld  and  h eav y  b ru sh stro k es o f  
ep ig rap h ic  ca llig rap h y  to  rep lace  the  fine  and  co loured  b ru sh w o rk  w h ich  had  
been  u sed  to d ep ic t th is ausp ic ious m o tif  by  p ro fessiona l pa in te rs , su ch  as L ang  
S h in ing  and  T ang D ai ()S tS »  1673-?) (Fig. 194). X u B e ih o n g  u sed  th e  ep ig raph ic  
ca llig raph ic  b ru sh w o rk  to  dep ic t the sub jec t m atte r p erhaps in  re sp o n se  to P eng  
H an h u a i’s ach ievem en ts as a fam ed  seal cutter. W ith  ca llig raph ic  b ru shw ork , X u 
B eih o n g  tu rn ed  th is p o p u la r and ausp ic ious m o tif  in to  an ob jec t o f  cu ltu ra l 
cap ita l and  o f  th e  socia l p rac tices o f  the literati circles. In  an o th e r P in e  an d  
C ranes  p a in tin g  w h ich  w as execu ted  in  1938, X u B eihong  also  em p lo y ed  the 
ep ig raph ic  ca llig rap h ic  b ru sh w o rk  to  render the  sub jec t and  th e  b rushstrokes 
w ere even  th ick e r (Fig. 195). A lthough  the  im ages lo o k  sch em atic  becau se  o f  the 
ca llig raph ic  b ru sh stro k es, the bo ld  lines and the c ropped  p in e  tru n k s crea te  a 
sense o f  in ten s ity  in  the p ic tu re  in  com plete  o p position  to the  rem o te  fee ling  
w h ich  trad itio n a l scho lar-am ateu r ca llig raph ic  pain ting , such  as W en 
Z h en g m in g ’s w ork , u su a lly  leaves to the  view er. In  add ition , the w atch fu l gaze
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o f  the cranes adds m o re  tension  to  the pain tin g  in  resp o n se  to  the  in scrip tion , 
w hich  speaks o f  Ja p a n ’s invasion . Its v igour brings the trad itio n a lly  sec luded  
m o tif  to  re flec t m u n d an e  and  national issues. T he  th ird  pain ting , w h ich  was 
execu ted  in  1932, reveals  how  X u  B eihong  m anaged  to c rea te  a 
th ree-d im en sio n a l space  in  the p ic tu re  w ith  the ca llig raph ic  b ru sh stro k es (Fig. 
196). T he  to w erin g  cyp ress and  the re la tive ly  h o rizon ta lly  g ro w in g  p in e  crea te  a 
spatia l sen se  in  the  pain ting . T he  gestures o f  the trees are  rem in iscen t o f  that 
w hich  X u  B e ih o n g  d rew  fro m  the  natu ral scene  on  h is trip  to  the  W estern  H ills in 
1918 (F ig. 78). T h e  pain stak in g  and  fine  lines in  the 1918 p a in tin g  fo llo w  the 
conven tio n a l p rac tices  o f  trad itiona l p ro fessional p a in tin g  and  the com m ercia l 
w a te rco lo u r p a in tin g  o f  early  tw en tie th -cen tu ry  Shanghai. T h ey  are  rep laced  w ith 
the ep ig rap h ic  and b o ld  strokes in th is 1932 pain ting . A lth o u g h  the  trees loo k  
m ore  schem atic  w ith  the ca llig raph ic  b rushw ork , X u B e ih o n g  su ccessfu lly  
re ta in ed  the  sp a tia l sense  in  the 1932 pain ting . M oreover, the  v igo ro u s gestures 
o f  the trees and  the in te rac tion  b e tw een  the tw o cranes crea te  a n a rra tiv e  fea tu re  
in the p a in ting ; w h ile  the ep ig raph ic  ca llig raphy  o f  the N o rth e rn  S ch o o l endow s 
the p a in tin g  w ith  a  g rand  air. T he so lem n and  narra tive  fea tu re  o f  th is p a in tin g  is 
rem in iscen t o f  X u B e ih o n g ’s h is to ry  pain ting . T his 1932 p a in tin g  S ongbo  
shu a n g h e  tu  ( f & t tM f t l l l h  ‘P ine, C ypress and Tw o C ra n e s’) m ay  w ell exem plify  
the id ea lis t pa in ting , the  best a rtw ork  in X u B e ih o n g ’s term s, w h ich  shou ld  be 
b ased  on  p a in s tak in g  rea lism .792 It also v isualises X u  B e ih o n g ’s v e rs io n  o f  
m o d ern  C h in ese  pa in tin g , w h ich  shou ld  b e  grand, rea lis tic  and  id ealistic . S ince 
C ai Y uanpei advoca ted  rep lac ing  C onfucian ism  w ith  fin e  arts a fte r the  im perial 
reg im e co llapsed , th e  q uestion  o f  w h ich  k in d  o f C h inese  p a in tin g  shou ld  be 
crea ted  or k ep t to be sy m bo lic  o f  m odern  C h ina  had  b een  a cen tra l issu e  am ong
792 For Xu Beihong’s definition of idealism and realism, see Chapter 4.2.
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artists and  in te llec tuals . T h e  pain tin g  P in e , C ypress a n d  Two C ranes  p rov ides a 
g lim pse  in to  X u  B e ih o n g ’s version  o f  m odern  C hinese pain ting . In  add ition  to 
co m b in in g  the  m erits  o f  bo th  C hinese  and W estern  pain ting , X u B e ih o n g  aim ed 
to e levate  C h in ese  p a in tin g  fro m  the artisan  or am ateu r level to  be an  in tellec tual 
art, w h ich  w as ab le  to  reflec t, sym bolise  and shape m o d ern  C hina. X u  B e ih o n g ’s 
pa in tings b ased  on  pa in stak in g  W estern  rea lism  had  earned  h im  fam e  as early  as 
the  1920s, no n e th e less , it w as h is na tiona l-sty le  pa in tings w h ich  led  to  his 
em in en t sta tus in  the  art w orld  after the 1930s. Z ong  B aihua, in  h is a rtic le  X u  
B eih o n g  yu  Z h o n g g u o  hu ih u a  (f$ 7^ ^ |:[:l l$l ft?51 > ‘X u B e ih o n g  and  C h inese  
P a in tin g ’, 1935), ex p ressed  h is very  h igh  regard  fo r  X u  B e ih o n g ’s m odern  
C h inese  p a in tin g  fo r  its com b in a tio n  o f  C h inese  and W estern  rea lism s and  its 
s im u ltaneous re ten tio n  o f  the  sp iritual fea tu res o f  trad itio n a l C h in ese  pain ting . 
X u B e ih o n g ’s n a tio n a l p a in tin g  w as thus h igh ly  accla im ed  b y  Z o n g  B a ih u a  as 
the  sup rem e gu ide  fo r  the  m odern  rena issance  o f C h inese  art.793
793 Wang, Xu Beihong nianpu changbian, pp. 107-108.
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Chapter 7 Conclusion -  The Making of a Hero
In  the  1930s, X u  B e ih o n g ’s fam e con tinued  to  grow. U n lik e  h is w ithd raw al 
from  th e  1929 N a tio n a l A rt E x h ib itio n  to dem onstra te  h is artistic  stance, X u 
B eihong  w as ab le  to  o rgan ise  the  ex h ib ition  o f  m odern  C h in ese  p a in tin g  
{E xposition  d ’A r t  C h ino is C on tem pora in ) w hich  took  p lace  at the  M u see  du Jeu  
de P au m e in  P aris  in  1933.794 B esides be in g  a p rin c ip a l o rg an ise r o f  this 
E x h ib itio n , X u  B e ih o n g  also had  the re sponsib ility  fo r arran g in g  th e  ob jec ts on 
display. T h is ex h ib itio n  fea tu red  a d isp lay  o f  10 pa in tings b y  th e  Q in g  pain ters, 
such  as Yu Z h id ing , R en  B onian , and h is ow n father, X u D azhang ; and  181 
pa in tings by  75 artists o f  the  R ep u b lican  era, inc lud ing  the  ren o w n ed  trad itiona l 
pa in te rs Q i B aish i, H uang  B in h o n g  and W u H ufan  1894-1968); as w ell
as W estern ised  artists such  as L in  Fengm ian , L iu  H aisu , Z h an g  Y uguang, W ang 
Y achen and X u B eih o n g  h im self, to nam e bu t a few. T h e  Q in g  pa in tin g s fea tu red  
w orks by  the  rea lis tic , p ro fessiona l and com m ercia l artists, w h o se  sta tus w as 
trad itio n a lly  d isvalued . A s regards the  m odern  section , X u B e ih o n g  p u t in  fifteen  
o f  his ow n  p a in tin g s, w hereas h is con tem poraries L in  F en g m ian  o n ly  had  tw o 
w orks and L iu  H aisu  had  ju s t  one on  display .795 T his ex h ib itio n  p ro jec ted  X u 
B e ih o n g ’s v e rsion  o f  m odern  C h inese  pain ting , w hich  rev e red  rea lism . W ith  this 
em phasis  on  rea lism , X u  B eih o n g  w as in tend ing  to rep lace  trad itio n a lly  lite ra ti 
o rtho d o x y  w ith  p ro fessio n a l genealogy, reaffirm ing  the leg itim acy  and p restige  
o f  his o rig ins and  th en  h is  positio n  in  m odern  tim es. B y  co m p ariso n , th e  C h inese  
ex h ib itio n  o rgan ised  by  L iu  H aisu  and  he ld  in  B erlin  in  1934 p ro v id ed  a sligh tly  
d ifferen t v e rs io n  o f  m o d ern  C h inese  pain tin g  from  X u B e ih o n g ’s. It d isp layed  
274 w orks b y  163 artists, inc lu d in g  deceased  pa in te rs such  as R en  B onian , Jin
794 For this exhibition, see Exposition de la Peinture Chinoise, exhibition catalogue (Paris: 
Museee du Jeu de Paume, 1933).
795 Wang, ‘Sketch Conceptualism as Modernist Contingency’, pp. 134-135.
326
C heng  and  W u C h an g sh u o .796 P ain tings o f  the la tte r tw o em in en t trad itional 
artists w ere  ab sen t fro m  the  Paris exh ib ition . T his n eg lec t o f  the  w orks o f  
renow ned  m o d ern  lite ra ti artists and o f  L iu  H aisu  and L in  F en g m ian  in the Paris 
exh ib itio n  b ro u g h t so m e  c ritic ism  from  the  artis t and  critic  L i J ian w u  ( $ I § )  
and  Q in  X u n fu  ( f j t j f E ; ^ ) .  T hey  approved  X u  B e ih o n g ’s artistic  accom plishm en ts 
d em o n stra ted  in  his o il pa in tings and portra its. N onethe less, th ey  c ritic ised  his 
h is to ry  p a in tin g  J iu fa n g  G ao  as a  fa iled  a ttem pt fo r a r t’s sake , th o u g h  it w as a 
w o rk  filled  w ith  X u  B e ih o n g ’s p a tience  and p assion  fo r art.797 T h e  E uropean  
C h inese  p a in tin g  exh ib itions ind ica ted  the con tinuation  o f  d iv e rs ity  and  co n test 
in  C h in a ’s a rt fie ld , succeed in g  the energy  and d ispu te  o f  the 1929 N a tiona l A rt 
E x h ib ition . T h e  d ifference  is th a t X u  B eihong  had  acqu ired  g rea te r p o w er to 
p artic ip a te  in  se tting  new  rules.
B esides m o d ify in g  the trad itional artistic  o rthodoxy  th ro u g h  exh ib ition , X u 
B eihong  also  p a rtic ip a ted  in  the  h isto rica l w riting  o f C h inese  art, p ro v id in g  his 
ow n v is io n  o f  C h in ese  p a in tin g  h istory , in  w hich  rea lism  w as stressed . T his 
co n struc tion  o f  C h in ese  art h isto ry  reach ed  its p innac le  in  the  1920s and 1930s, 
fo llo w in g  the in stitu tio n a lisa tio n  o f  fine art as a d isc ip line  in  the n a tiona l h igher 
education  sy s tem .798 In the ca ta logue o f  the  1933 P aris  E x h ib itio n  o f  C h inese 
Pain ting , X u  B e ih o n g  ca lled  D ong  Q ichang  the b u ild e r o f  C h in ese  academ ism  
and  re fe rred  to  R en  B on ian  as the g reat p a in te r w ho b roke  aw ay  fro m  this 
academ ic  o rth o d o x y  o f  C h inese  pa in tin g .799 W ith  this co n trast b e tw een  rea lism  
and id ea lism  in  W estern  and C h inese  artistic  orthodoxy, X u  B e ih o n g  a ttribu ted
796 Vainker, ‘Exhibitions of Modern Chinese Painting in Europe, 1933-1935’, pp. 556-557.
797 Li Jianwu and Qin Xunfu, ‘Bali Zhongguo huihua zhanlan’ ‘The 
Chinese Painting Exhibition in Paris’, Wenxue 1.5 (1933), pp. 658-675 (p. 668).
798 Julia F. Andrews and Kuiyi Shen, ‘The Japanese Impact on the Republican Art World: The 
Construction of Chinese Art History as a Modem Field’, Twentieth-Century China, 32.1 (2006), 
pp. 4-35 (p. 7).
799 Exposition de la Peinture Chinoise, p. 16.
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the  dec line  o f  C h in a  in  h e r v isual art and  national pow er in  th e  m o d ern  era  to  her 
lite ra ti orthodoxy. R ea lism , w hich  cu lm inated  in  R en  B o n ia n ’s art, w o u ld  be the 
co rrec t d irec tio n  fo r C h in ese  pain tin g  in  the future. X u B e ih o n g  d e lin ea ted  this 
p e rsp ec tiv e  on  C h in ese  art again  in  1938. In the a rtic le  ‘O n  C h in ese  P a in tin g ’,
X u  B e ih o n g  re fe rred  to  Tang p a in tin g  as in te llec tu a lism  and  as th e  R ena issance  
o f  C h in ese  art; and  S ong  pain ting , in  particu la r the w orks o f  the  academ ic  
pain ters, as the cry sta llisa tio n  o f  idea listic  rea lism ,800 Y uan saw  the flou rish ing  
o f  se lf-ex p ressiv e  and  non-fig u ra tiv e  pain ting . X u B eihong  p ra ised  th is tu rn  
tow ards id ea lism  on  the g rounds tha t it cou ld  re fresh  the  du lln ess  o f  C h inese  
p a in tin g  w h ich  m ig h t succeed  the p innac le  o f  rea lism  in  th e  p reced in g  S ong  
dynasty. N o n eth e less , the  succeed ing  M ing  dynasty  saw  th e  d eg en era tio n  o f  
C h inese  p a in tin g  b ecau se  idea lism  w as fu rther developed  to  th e  am ateu rism  o f  
lite ra ti p a in tin g  and  this becam e leg itim ised  as orthodoxy. In  X u B e ih o n g ’s eyes, 
the au then tic  m o d ern  C h inese  pain ters w hose pa in tings cou ld  b e a r com parison  to 
W estern  m o d ern  art w ere  X u  W ei (^V pf, 1521-1593), Z hu  D a  (7^ ^ ,  1626-1705), 
S h i Tao, C hen  H ongshou  and R en  B onian , all o f  w hose  art b ro k e  aw ay  fro m  the 
m ain stream  o f  lite ra ti pa in ting . A m ong  these u n co nven tiona l p a in te rs , the 
rea lis tic  C h en  H ongsh o u  and  R en  B on ian  received  the g rea test p ra ise  fro m  X u 
B eihong.
T he  a rtic le  ‘O n C hinese  P a in tin g ’ d em onstra tes that X u B e ih o n g ’s 
p ersp ec tiv e  011 C h in ese  p a in tin g  had  rem ained  largely  u n ch an g ed  since  h e  first 
ex p ressed  it  in  th e  1918 artic le  ‘M ethods fo r the Im p ro v em en t o f  C h inese  
P a in tin g ’. T h e  d iffe ren ce  is in  the b read th  o f  ang le  tha t he took . In  th e  1918 
artic le , X u  B e ih o n g  rev iew ed  C hinese  pain tin g  only  in  te rm s o f  its techn ique , 
and assu m ed  his id en tity  as a pu re  pain ter. In  the  1938 artic le , how ever, he
800 Xu Beihong, ‘Lun Zhongguohua’.
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lo oked  at C h in ese  p a in tin g  fro m  a m ore  co m prehensive  stand p o in t, as an artist, 
h is to rian  and  critic . T h e  e leva tion  o f  S ong and  Y uan p a in tin g  and  the  den ig ra tion  
o f  M ing  and  Q ing  p a in tin g  in  X u  B e ih o n g ’s articles seem ed  co m m o n  in  the 
hea ted  a it h is to rica l w riting  o f  this tim e. F rom  the 1920s, severa l trea tises on 
C h inese  p a in tin g  w ritten  by  Japanese  scholars and  artists, in c lu d in g  O m ura  
Seigai, N ak am u ra  F u se tsu  1868-1943) and  O g a  S e iu n  (/j4 ft(W It)>
had  been  tran s la ted  in to  C h in ese .801 T hese  pub lica tions in sp ired  th e ir  w rite rs ’ 
C h in ese  co u n te rp arts  to  fo rm u la te  the ir ow n  art h istory, su ch  as C h en  Shizeng , 
P an  T ianshou  and  Yu Jianhua. T h e  h isto rica l fram ew o rk  o f  P an  T ia n sh o u ’s book  
Z h o n g g u o  h u ih u a  sh i ‘A  H isto ry  o f C h inese  P a in tin g ’, 1926)
shared  g rea t s im ila rity  w ith  th a t o f  N ak am u ra  and  O g a ’s Sh in a  ka ig a sh i
‘A H is to ry  o f  C h inese  P a in tin g ’, 1913), in  w hich  th ey  p ra ised  the court 
p a in ting  o f  the S ong  and  M ing  periods, and saw  Q ing  p a in tin g  as the  dec line  o f 
C h inese  a rt.802 T eng G u, w ho w as am ong  the earliest C h in ese  to  o b ta in  a PhD  
degree  in  a it h is to ry  in  B erlin  in  1932, em ployed  the W estern  ev o lu tio n  theory  to 
study  C h in ese  art. In  h is book  A  C oncise H isto ry  o f  C hinese A r t  (1926), Teng G u 
d iv ided  the d ev e lo p m en t o f  C h inese  art in to  four periods: b irth  and  d ev e lopm en t 
{shengzhang  ^ - j l ) ,  in te rco u rse  (hun jiao  '/M5C)> flow erin g  (ch a n g sh en g  and 
stagna tion  (sh u a itu i H:?]!).803 In  his period isa tion , T ang and  S ong  s tood  fo r the 
tim e  o f  flo w erin g  in  C h inese  art, w h ile  M ing  and  Q ing  rep re sen ted  the stage o f  
s tagnation . C h inese  artists m ay  d iffer in  the ir a ttitude  tow ards th e  m o d ern ity  in 
lite ra ti pa in tin g , b u t they  seem ed  to share  a la rgely  id en tica l id eo lo g ica l position  
on the h is to rica l p ro g ress io n  o f  C h inese  art. X u B e ih o n g ’s c rea tio n  o f  h isto ry  
pa in tin g s in  p u rsu it o f  the  g randeur o f Tang art cou ld  b e  a ttrib u ted  to  this
801 Shao, ‘Xixue “meishushi” dongjian yibainian’, pp. 110-111,
802 Andrews and Shen, The Japanese Impact on the Republican Art World’, pp. 18-23.
803 Teng, Zhongguo meishu xiaoshi.
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co n tem p o ran eo u s esteem  fo r T ang and S ong  p a in tin g  in  the  d iscu rsiv e  field . T his 
upsu rge  in  the  lite ra tu re  o f  C h inese  art h isto ry  in d ica ted  a s ig n ifican t fac t in that 
C h inese  artists w ere  tak ing  b ack  the p redom inance  fro m  the han d s o f  the  m en o f 
le tte rs  in  th e  m a tte r o f  the  ju d g em en t o f  C h inese p a in tin g  and  w ere  resto rin g  the 
sub jec tiv ity  o f  C h in ese  art w ith  the ir ind igenous versions o f  its  h istory. U n like  
h is  p o s itio n  as a passiv e  rec ip ien t o f  artistic  thou g h t in the 1910s, X u  B eihong  
ac tive ly  p a rtic ip a ted  in shap ing  and gu id ing  the d irec tion  o f  the  art f ie ld  in  the 
1930s.
T h e  w ritin g  o f  C h inese  art h is to ry  increased  to a la rge  d eg ree  in  accordance 
w ith  the ris in g  a rtis tic  na tio n a lism  in the 1930s. T h e  alliance  o f  trad itio n a l 
pa in te rs fo rm ed  a m ig h ty  fo rce  in the  art field . T hey  con tin u ed  the  sp irit o f  the 
ea rly -tw en tie th -cen tu ry  na tio n a l essence m o v em en t.804 T he  trad itio n a l cam p, 
ju s t  lik e  th e  W estern ised  pain ters , also  lea rn t from  E u ro p ean  and  Jap an ese  
m odels to m o d ern ise  trad itional C h inese  pain ting , b u t they  d id  n o t a llow  W estern  
lea rn ing  to th rea ten  th e  founda tion  and  sub jec tiv ity  o f  C h in ese  art. T h is  call fo r 
the ‘cu ltu ra l co n stru c tio n  o f  the  C h inese  b a se ’, w hich  w as an n o u n ced  in 1935, 
cou ld  be seen  as C h in a ’s p ro tes t against the  long -term  Im p eria lis t in v asio n  from  
the  W est and  fro m  Ja p a n .805 X u B e ih o n g ’s creation  o f  h is to ry  p a in tin g  and  his 
tu rn  to trad itio n a l in k  p a in tin g  re flec ted  h is keen  p ercep tio n  o f  and  qu ick  
resp o n se  to th e  la te s t m ilieu  o f  the  art f ie ld .806 A s d iscussed  in  C h ap te r 6, X u
804 Chou Fangmei, ‘Ershi shiji chu Shanghai huajia de jieshe yu qi dui shehui de yingxiang’ H
‘The Formation and Impact of Art Associations 
among Shanghai Artists in the Early Twentieth Century’, in 1901-2000 Zhonghua wenhua 
bainian htnwenjil90l-2000 d3 ‘Essays on Chinese Culture Century 
1901-2000’ (Taipei, 1999), pp. 15-50 (pp. 20-34).
805 Wang, ‘Sketch Conceptualism as Modernist Contingency’, p. 134.
805 For the anxiety of Westernised painters in the face of the continuing predominance of 
traditional painting and the rise of nationalism in China, see Shih Shou-Chien, ‘Huihua, 
Guanzhong yu guonan: Ershi shiji qianqi Zhongguo huajia de yasu jueze’ ftHil ' :
— ‘Painting, Audience and National Crises: Chinese Painters’ 
Choice between Refinement and Vulgarity in the Early Twentieth Century’, Guoli Taiwan daxue 
tneishushi yanjiu jikan, 21 (2006), pp. 151-192.
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B eih o n g ’s rich ly  a llego rica l in k  pain tings and his h isto ry  p a in tin g s  w ith  their 
p a trio tic  im p lica tio n s b ro u g h t an upsu rge  in  h is fam e d u ring  the  S eco n d  
S in o -Jap an ese  W ar. In  1948, after the  W ar, X u B eihong  b ecam e  th e  a lternate  
su p erv iso r o f  the  S oc ie ty  o f  C h inese  P ain ting  (Z hongguo  h u a h u i ^ l l s l  one 
o f  the la rgest assoc ia tio n s o f  trad itiona l pa in ters, w h ich  h ad  b een  estab lish ed  in 
1932 and  w as su spended  during  the  W ar.807
X u  B e ih o n g ’s asp ira tions to leg itim ise  the superio rity  o f  rea lism  in  C h inese 
p a in tin g  m ay  b e  b es t m an ifest in  h is rev ision  o f  the  ‘six  p r in c ip le s ’ ( l iu fa  TV/i;), 
the  au th o rita tiv e  standard  fo r ju d g in g  C h inese  pain tin g  w h ich  w as estab lish ed  by 
the s ix th -cen tu ry  c ritic  X ie  H e  ( l l f f i ) . 808 X u B eih o n g  p u b lish ed  X in  q i fa  ( § r b  
‘N ew  S ev en  P rin c ip le s ’) in  1932, and  in  this artic le  he  rep laced  th e  o ld 
p rem ie r p rin c ip le  ‘an im ation  th rough  sp iritua l re so n an ce ’ w ith  h is new  one 
‘p ro p e r p la c in g ’ (w eizh i deyi f u f i r f ^ b l ) .809 T he trad itio n a l six  p rinc ip les 
em p h asised  firs t the  ‘sp iritua l re so n an ce ’ and second  ‘the  u se  o f  the  b ru sh ’ (gu fa  
yo n g b i the  p rinc ip le  o f  ‘p roper p lann ing  in  p la c in g ’ (jingy ing  w eizh i
$ m t m )  cam e fifth . N ow , how ever, X u  B eihong  pu t ‘p ro p e r p la c in g ’ first, 
‘co rrec t p ro p o rtio n s’ (b ili zhengque  thM lEiiffO  second , and  ‘c lea r ch ia ro scu ro ’ 
(heibcii fe n m in g  M  |^] £KJ)j) th ird . ‘T he use o f  the b ru sh ’ w as ex c lu d ed  com plete ly  
and the p rin c ip le  o f  ‘sp iritua l re so n an ce ’ cam e las t in  his new  se t o f  seven  
princip les. T h e  trad itio n a l six  p rinc ip les had  very  obv iously  se rv ed  as a pow erfu l 
too l fo r the n o n -fig u ra tiv e  and  ca llig raph ic  tendencies o f  lite ra ti pa in ting . 
N o n eth e less , X u  B e ih o n g ’s new  p rincip les pu t an em phasis  on  rea lism  and 
dem o n stra ted  the  in ten tio n  to rep lace  the trad itional p ic to ria l lan g u ag e  o f  ink  and
807 Chou, ‘Ershi shiji chu Shanghai huajia de jieshe yu qi dui shehui de yingxiang’, pp. 30-32.
808 For the six principles, see Michael Sullivan, The Arts o f China (California and London, 1999), 
pp. 95-96.
809 Xu Beihong, ‘Huafan xu -  Xin qi fa’ CfSfa) Jf- -  ‘Preface to The M odels fo r
Painting -  Seven New Principles’, in Xu and Jin, Xu Beihong yishu wenji, pp. 173-174.
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b ru sh  w ith  W estern  techn iques, a im ing  to  challenge the co n v en tio n a l au tho rity  
w h ich  d isv a lu ed  the rea lis tic  tendencies o f  p ro fessiona l pa in ting .
X u B e ih o n g ’s new  p rinc ip les, w h ich  stressed  a fa ith fu l vers io n  o f  rea lity
and a so lid  g round ing  in  d raw ing , very  obv iously  fo llow ed  the doc trines o f  the
F ren ch  aid academ y. T h ese  p rincip les w ere  v isualised  in  h is in k  pain tin g s, such
as the v igo rous dynam ics, the  th ree-d im ensional sense, and  th e  an atom ically
p recise  m ag p ies  c rea ted  w ith  w hite  and  b lack  b rushstrokes as d iscu ssed  in
C h ap te r 6.3 (F ig . 187). To m odern ise  C h inese  pain ting , X u B e ih o n g  no t on ly
em p lo y ed  th is new  se t o f  p rinc ip les in  h is ow n w orks, bu t also  u sed  th em  as the
gu idelines fo r teach in g  art. D urin g  his leadersh ip  o f  the A rt D ep artm en t o f  the
N ationa l C en tra l U n iv e rsity  in the 1930s, X u B eihong  co m b in ed  th e  p rev io u sly
separa te  C h in ese  p a in tin g  and W estern  pa in ting  groups in to  a u n ified  pain tin g  
810section. O n the one hand , this m erger d em onstra ted  the  fu rth e r adap ta tion  o f  
the fo re ig n  fin e  art fram ew o rk  in to  C hina; on  the o ther hand , th is m o v e  to  a 
certa in  ex ten t re flec ted  X u  B e ih o n g ’s in ten tion  to m ake d raw in g  the essen tia l 
tra in ing  fo r b o th  C h in ese  and W estern  pain ting . A s d iscu ssed  in  C h ap te r 4 .3 , 
C h inese  p a in tin g  and W estern  p a in tin g  w ere  tw o separa te  sub jec ts at art schools 
in  early  tw en tie th -cen tu ry  C hina. D raw ing  w as largely  fu n d am en ta l on ly  fo r 
W estern  pain ting , w h ile  im ita tion  w as fo r C h inese p a in tin g  and  w as also w idely  
in c luded  in  the  cu rricu lu m  o f  o ther art subjects. T he new  seven  p rin c ip les  could  
be seen as th e  p e rfec t so lu tion  to X u  B e ih o n g ’s concerns o v er h o w  to  im prove  
C hinese  p a in ting . X u B eihong  em bod ied  these p rincip les in  h is pa in tin g s, and 
carried  th em  ou t in  art educa tion  to  estab lish  a ‘new  n a tiona l p a in tin g ’
(x in g u o h u a  0 rlM lla) by  m ak in g  d raw ing  an ob liga to ry  co u rse  fo r all freshm en  
and  soph o m o res a t the N a tiona l B e ijin g  A rt C o llege  (la ter ren am ed  as the C entral
810 See Chapter 4.3.
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A cad em y  o f  F in e  A rts). S tudents w ere n o t ab le  to se lec t a m a jo r u n til they  had  
com ple ted  th is fu n d am en ta l tra in ing .811 T his cu rricu lum  w h ich  X u  B eih o n g  
conce ived  in  1947 w as fa r d ifferen t from  the  one in  u se  a t th e  b e g in n in g  o f  the 
e stab lish m en t o f  this school in  1918 (it w as o rig inally  nam ed  the N atio n a l 
S choo l o f  F in e  A rt). A t th a t tim e, im ita tion  w as fa r m ore p o p u la r on  the  sch o o l’s 
cu rricu lu m .812 X u B e ih o n g ’s rad ica l m ove genera ted  p ro tests  fro m  th e  m em bers 
o f  the  ‘F in e  A rt A sso c ia tio n  o f  P ek in g  C ity ’ (B eip ingsh i m e ish u  x ieh u i 
b u t rece iv ed  g reat support from  the C o m m u n ist Party , th e  new  
g o v ern m en t o f  C h in a  s ince  1949.813 X u  B e ih o n g ’s d ed ica tion  to rea lism  w as 
h e ld  in  h ig h  esteem  by  th e  new  leaders o f  C hina, such  as M ao  Z edong  
1893-1976) and  Z hou  E n la i (jl|JH A >  1898-1976), and  led  d irec tly  to  his 
ap p o in tm en t to  the  em in en t positio n  o f  d irec to r o f  the  new  c o u n try ’s p rim ary  art 
co llege, the  C en tra l A cad em y  o f  F ine  A rts (Z h o n g ya n g  m e ish u  xu eyu a n
T his  co llege  g athered  a n um ber o f ce lebra ted  R ea lis ts  and  left-w ing  
artists, in c lu d in g  D on g  X iw en  1914-1973), W u Z uoren , J ian g  Z haohe,
A i Z hon g x in , and  P an g  X unqin , to  nam e only  a few. W ith  g o v ern m en t support, 
X u B e ih o n g  w as ab le  to rea lise  h is ideals in  respec t o f  rea lism . A s the art 
h is to rian  L i C hu -ts in g  h as argued, ‘C hinese  social rea lism  m ay  be seen  largely  as 
a co n tin u a tio n  o f  X u  B e ih o n g ’s ideas and th eo rie s’.814 T h ere  does ac tua lly  ex ist 
a gap b e tw een  th e  academ ic  e legance  in  X u B e ih o n g ’s rea lism  and  the  pub lic  
taste  fo r socia l rea lism  w h ich  the C o m m u n ist Party  favoured . H ence , X u 
B e ih o n g ’s la rg e-sca le  oil pa in tin g  M a o  Z h a xi za i renm in Z h o n g  ( ^ A i A j b A A
811 Andrews, Painters and Politics in the People’s Republic of China, 1949-1979, p. 91. Xu 
Beihong, ‘Xinguohua jianli zhi buzou’ ‘Th® Steps for Establishing the New
National Painting’, in Xu and Jin, Xu Beihong yishu wenji, pp. 529-532.
812 Wu, Qingmo mingchu de huihua jiaoyu yu huajia, pp. 123-128. Also see Chapter 4.3.
8,3 Lin, Zhongguo youhua bainianshi, pp. 195-196.
814 Li Chu-tsing AfSfWh Trends in Modern Chinese Painting, The C.A. Drenowatz Collection 
(Switzerland, 1979), p. 98.
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i=f:i, ‘L ead er M ao  w ith  h is P eo p le ’, 1950) w as re jec ted  by  th e  C o m m u n is t 
g o v ern m en t at the  exh ib itio n  in  R u ssia  because  it still rep resen ted  a p a rticu la r
Q 1 C
in te llec tu a l inc lina tion . It is X u B e ih o n g ’s great legacy  to  C h in a ’s art 
educa tio n  th a t has w on  h im  h is incom parab le  sta tus in  the C o m m u n is t C hina.
W h en  th e  C om m u n ist P arty  to o k  over C h ina  in  1949, X u B e ih o n g ’s 
pa in tings a lso  d em o n stra ted  an  inc lina tion  tow ards socia l rea lism . T h e  pain tin g  
Zed Sh ijie  h ep in g  da h u i shang  tingdao  N a n jing  jie fa n g  x ia o x i 
i l l  1 U h ? M l i k i l l , ‘O n H ea lin g  the N ew s o f T aking O v er N an jin g  at the 
A ssem b ly  fo r  W orld  P e a c e ’, 1949) described  X u B e ih o n g ’s d e lig h t at the 
C om m u n ist v ic to ry  (Fig. 197). T h is p ic to ria l record  o f  a s ig n ifican t m o m en t to 
p ra ise  the ru le r ’s g reat fea ts  m ay  be rem in iscen t o f  D a v id ’s The C orona tion  o f  
the E m p ero r  N a p o leo n  I  a n d  the C row ning o f  the E m press Jo sep h in e  in  
N o tre-D a m e C a th ed ra l on  D ecem b er  2, 1804  (1806-1807) (F ig. 198). T h is 
com p ariso n  p ro v id es  a g lim pse  in to  X u B e ih o n g ’s a lte ra tion  o f  h is  academ ic  
techn ique  to f it the  gradual dom inance  o f  social rea lism  in  C hina . T his k ind  o f 
h ig h ly  p o litica l p a in tin g  w hich  X u B eihong  execu ted  in  the la te  stage  o f  his 
career co n trib u ted  a g rea t deal to  h is incom parab ly  p ro m in en t sta tus in 
C o m m u n is t C hina. A t this tim e, the  draw ings o f  the new  lead er o f  C h ina , M ao 
Z edong , th e  early  lead er o f  the C om m unist Party, Q u Q iubai ( f l^ C  [4j, 
1899-1935), and  the best-k n o w n  left-w ing  artist, L u X un , co n tin u ed  to show  the 
rea listic  c ra ftsm an sh ip  and  socia l p rac tices that X u B eih o n g  h ad  show n in his 
p rev ious p e rio d s (F igs 199-200). T hese  pain tings dem o n stra te  th a t X u B eihong  
had  the aw areness and th e  ab ility  to  m ake this s ligh t a lte ra tion  in  resp o n se  to  the 
d iffe ren t m ilieu  in  d iffe ren t periods. O n the o ther hand , the  ch an g e  in  X u 
B e ih o n g ’s art and  fam e b rings to lig h t how  close the re la tio n sh ip  b e tw een  the
815 Lin, Zhongguo youhua bainianshi, p, 222.
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p o litica l s itu a tio n  and  the a it fie ld  w as in  tw en tie th -cen tu ry  C hina.
It w as the search  fo r a so lu tion  to this seem ing ly  p a rad o x ica l p h en o m en o n  
th a t X u B e ih o n g ’s adherence  to rea lism  rem ained  th ro u g h o u t h is life , b u t tha t his 
iden tity  and  rep u ta tio n  appeared  unsettled , that m o tiva ted  th is  thesis. W ith  the 
concep ts o f  ag en t/ag en cy  and  field , th is thesis looks at X u B e ih o n g ’s loy a lty  to 
rea lism  as b o th  a h ab itu s and  a strategy. In  this ligh t, X u B e ih o n g ’s career reveals 
the dynam ics b e tw een  an  artis t and the art field: how  he en d eav o u red  to  b e  a 
leg itim ate  agen t, how  he  cha llenged  the  canons, and how  h e  in  tu rn  partic ipa ted  
in  the p ro d u c tio n  o f  new  restric tions in  this field, M oreover, ex am in in g  X u 
B eihong  in the  c o n tex t o f  the  concre te  social situations o f  his day  u n fo lds the 
co m p lica ted  in te rtw in in g  o f  the W est, nationalism  and C h in ese  agency  in  the 
dev e lo p m en t o f  C h in a ’s art fie ld , w h ich  tigh tened  the re la tio n sh ip  b e tw een  the 
a il fie ld  and  the fie ld  o f  pow er. In  add ition  to h is  c leverness in  ad ju stin g  h im se lf 
to  the  rap id  stru c tu ra l changes in  the  art field , X u B e ih o n g ’s leg en d ary  sta tus in  
the  pages o f  tw en tie th -cen tu ry  C hinese art also dem onstra tes th e  un ique  
associa tion  o f  au to n o m y  and  hete ro n o m y  in  C h in a ’s art fie ld . T h e  fo rm u la tio n  o f 
X u B e ih o n g  re flec ts  the am biguous and com plex  in terac tion  b e tw een  W estern  
co lo n ia lism  and  post-co lo n ia l O cciden ta lism , w hich  co n trib u ted  to  the  vital 
rea lity  o f  tw en tie th -cen tu ry  C hinese  pain ting , and at th e  sam e  tim e  genera ted  the 
d ilem m a o f  h o w  to  deal w ith  its m odernity .
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Left: Fig. 1 Xu Beihong, ‘Plaintive W hine’ (Aiming 5^BJ§), 1942 
Right: Fig. 3 Xu Dazhang, ‘C oaching My Son under the Pine Shade’
(Songyin kezi tu 1905
Fig. 2 Xu Beihong, ‘Jiufang G ao’ (Jiufcing Gao  1931
Fig. 4 Xu Dazhang, ‘Ten Views o f  J ingx i’ (Jingxi shijing  [ • jH), 1907
Fig. 5 W ang Yuanqi, ‘Ten Views o f  West Lake’ (X ihu shijing  tu  undated
Fig. 6 Ren Xiong, ‘Ten o f  Ten Thousand Paintings’(5'/im’an  tu  1856
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Fig. 7 Yu Zhiding, ‘Portrait o f  Wang Yuanqi Appreciating C hrysanthem um s’ 
( Wang Yuanqi y iju  tu  3 iM jff|3 |§^j[iS ), undated
Left : Fig. 8 A nonym ous, ‘Portrait o f  N oblem an and Wife in a G arden Pavilion’,
18th century
Right: Fig. 9 Xu Beihong, ‘Portrait o f  an A ncestor’ ( Tingxiang early-dated
Left: Fig. 10 A nonym ous, ‘Portrait o f  M other M ujia’, ca 1890
M iddle: Fig. 11 Xu Beihong, ‘The E lderly’ (Zhulao tu  early-dated
Right: Fig. 12 Xu Beihong, ‘F igures’ (Renw u  A ^ ) ,  early-dated
♦Fig. 13 Xu Beihong, ‘A C elebration for Kang Youwei’s Sixtieth B irthday’ 
(N anhai x iansheng  liushi xingle tu  1916
*
Left: Fig. 14 Zhou M uqiao, ‘Woman Standing by a Rock’, 1914
Middle: Fig. 15 Zeng Jing ,‘Portrait o f  Zhang Q ingzi’ {Zhang Q ingzi x iang  1622
Right: Fig. 16 G uan Q iaochang (Lam qua), ‘Self-portrait o f  Lam qua at the age o f  52’
(52 sui zihuaxiang  52 [=j 1853
Left: Fig. 17 Qian Huian, ‘Brewing Tea and W ashing the Inkstone’
(Pengcha xiyan  1871
Right: Fig. 18 Ren Bonian, ‘Zhong Kui Hacking a Fox’
(Zhong Jinsh i zhanhu  1878
Left: Fig. 19 Cao Hua, ‘Instructing’ (Jiaozi tu
Right: Fig. 21 ‘The Last Supper’, w oodcut print illustration from D aoyuan jin g cu i
^  ‘Evangelicae Historiae Im agines’)
wr
Left: Fig. 20 Ren Bonian, ‘Portrait o f  Wu G an’ ( Wu Gan xiang  1878
Middle: Fig. 22 Ren Bonian, ‘Enjoying the Cool Shade o f  B anana Palm s’
(Jiaoyin naliang tu  undated
Right: Fig. 23 Ren Xiong, ‘Self-Portrait’ {Zihuaxiang  llifllfSO, ca 1857
Left: Fig. 24 Xu Beihong, ‘Purple A ir Com ing from the E ast’ (Ziqi donglai 1943
Right: Fig. 25 Ren Bonian, ‘Purple Air Com ing from the E ast’ (Z iqi donglai 
1889
Fig. 26 Xu Beihong, ‘C onfucius G iving a L ecture’ (Kongzi jia n g xu e  ,1943
§
i
"  v;i’ .
I '
!'
£ 5
k »
M 0 M :
*1
Left: Fig. 27 Ren Bonian, ‘Three Friends’ (Sanyou tu H ^ H ) ,  1884 
Right: Fig. 28 Chen Hongshou, ‘Lady Xuanw en Jun G iving Instructions on the C lassics’ 
(Xunw en Jun shoujing tu  1638
Fig. 29 Xu Beihong, ‘Three C hivalrous W arriors’ (Fengchen sanxia  1920s
Fig. 30 Ren Bonian, ‘Three C hivalrous W arriors’ (.Fengchen sanxia  1887
Left: Fig. 31 Ren Bonian, ‘Three C hivalrous W arriors’ (Fengchen sanxia  1880
Right: Fig. 32 Lu Peng, ‘Three Chivalrous W arriors’ {Fengchen sanxia  j iy |§ H .$ 0
Left: Fig. 33 Xu Beihong, ‘M istress o f  X iang ’{Xiang fu ren  $ i A A ) ,  undated 
Right: Fig. 34 Chen H ongshou, ‘M istress o f  X iang'{X iang fu ren  $ § A A ) ,  1616
Left: Fig. 35 Xu Beihong, Tao Yuanming Picking Chrysanthem um s 
{Caiju dongli tu  1948
Right: Fig. 36 Chen H ongshou, ‘Tao Yuanming Bringing C hrysanthem um s H om e’ 
{Tao Yuanming za iju  tu  Pf&j$[j^iDcl©[®]), ca 1649
Left: Fig. 37 Xu Beihong, ‘Beauty in Du Fu’s VoQ m \Tianhan cuixiu bo  1944
Right: Fig. 38 Qian Huian, ‘Beauty in Du F u’s Poem ’ (M u y ix iu zh u  1896
Fig. 39 Tang Peihua, ‘Beauty in Du F u’s Poem ’ ( Tianhan cuixiu bo
Fig. 40 ‘The T reaty-Signing Cerem ony at the Conclusion o f  the Sino-French W ar’ 
(H eyi huaya ^ 1885
Left: Fig. 43 Xu Beihong, ‘Huai Su Learning Calligraphy on Banana Leaves’
( Huai S u x u e sh u  1937
M iddle: Fig. 44 Ren Bonian, ‘Huai Su Learning C alligraphy on B anana Leaves’ 
(H uai Su shujiao  1888
Right: Fig. 45 Wu Youru, ‘Huai Su Learning Calligraphy on Banana Leaves’ 
(H uai Su  shujiao
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Left: Fig. 41 Wu Youru, ‘Erhuang and N tiying’ 
Right: Fig. 42 W ang Hui, ‘Erhuang and N iiying’
22
Fig. 46 Xu Beihong, ‘Putting the Finishing Touch to the Picture o f  a D ragon’ (H ualong  
dianjing  1922
Fig. 47 Wu Youru, ‘Putting the Finishing Touch to the Picture o f  a D ragon’ 
(,H ualong d ianjing  )
Fig. 48 Wu Youru, ‘The H orse-judging Expert Bo Le’ (Bo Le xiang  m a
Left: Fig. 49 Xu Beihong, ‘Shi Qian Stealing C hickens’ (Shi Qian touji 1912
Right: Fig. 50 Zhang C hunhua in the role o f ‘Shi Qian Steals the A rm our’ (Shi Qian toujia
Left: Fig. 51 Du Z ishun, ‘Shi Qian Stealing C hickens’ (Shi Qian touji 
Illustration for a com petition o f  Shishi xinbao  1912
M iddle: Fig. 52 ‘A Young M an Has Been Beaten Up and Fallen to the G round’, Illustration 
for a com petition o f  Shishi xinbao  1912
Right: Fig. 53 ‘A Child Passing Through the Central Hole o f  a C opper C oin’, Illustration for 
a com petition o f  Shishi xinbao  1912
Left: Fig. 54 Wu Youru, ‘Portrait o f  G eneral G rant’ (Gelantuo xitm g  1885
Right: Fig. 55 T. de Thulstrup, ‘G eneral G rant’s Illness -  A C onsultation’, 1885
Left: Fig. 56 Zheng M antuo, ‘Evening M akeup ’( W anzhuang 1914
Right: Fig. 57 Wu Youru, ‘Even I Feel A ffection for You as I See You’ 
(Wo j ia n  yo u  lian  1983
Fig. 58 Photograph o f  Xu Beihong in the June 1919 issue o f  M eishu  Hf/fr
n
Left: Fig. 59 Zhang Yuguang, ‘The Significance o f  Female S tudents’ 
(N iixuesheng zh i q ingzhong  1909
Fight: Fig. 60 Xu Yongqing, ‘Studying Painting by W indow ’
( Yunchuang duhua  1915
Fig. 61 Flan Gan, ‘N ight-Shining W hite’ (Zhaoyebai ca 750
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Fig. 62 Xu Beihong, ‘Three H orses’ (Sanm a tu  ^ r .^ [ l |) ,  1919
Fig. 63 Lang Shining, ‘Herd H oses’ (Jiaoyuan m um a  ^B M I& lifitl), undated
Fig. 64 Lang Shining, ‘W hite Hawk and G lossy G anoderm a’ 
(Songxian yingzh i tu  1724
Left: Fig. 65 Xu Beihong, ‘T iger’ {Hu tu  J ^ H ) ,  1918
Right: Fig. 66 G ao Qifeng, ‘Roaring T iger’ {Xiaohu  1908
* ii £* V**
Left: Fig. 67 G ao Jianfu, ‘Flying in the R ain’ {Yuzhong fe ix in g  M t=f=,fMT)> 1932 
Right: Fig. 68 Zheng M antuo and G ao Jianfu (inscription),
‘Silver Bank and A utum n W ater’ ( Yintang qiushui 1914
II
Fig. 69 Jin G uisheng, ‘C hrysanthem um -Picking in the Xu G arden’ 
{Xuyuan caiju  tu  1890
A  S it  41 H r
Left: Fig. 70 Xu Beihong, ‘C elestial M aiden Spraying F low ers’(7/tfw«M sanhua  
1918
Right: Fig. 71 Poster o f  M ei Lanfang in the role o f ‘Celestial M aiden Spraying F low ers’
/Fig. 72 Xu Beihong, ‘Farewell M y C oncubine’(Z?awa«g bieji lltH i^M S ), 1931
Left: Fig. 73 Image o fC an g jie  (C angjie x iang  Yishu c o n g b i a n ^ ' ^ q ^ ^ ,  1 (1916).
Right: Fig. 74 Image o f  C angjie (Cangjie x iang  G a l l ic ) ,  Shenbao  25 O ctober 1917.
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Left: Fig. 75 Yi Yuanji, ‘M onkey and C at’ (Hou mao tu  undated
Right: Fig. 76 Su H anchen, ‘Children Playing in the Autumn G arden’ 
(Q iuting y in g x i tu  undated
i
Fig. 77 Lin Zhuang, ‘Fruit and B \rd \G u o sh o u  lai qin tu  undated
Left: Fig. 78 Xu Beihong, ‘Old Pines and Cypresses in the W estern H ills’ 
(Xishcm gu  songbo  ®|JL|'j*f#!tffi), 1918 
Right: Fig. 79 Xu Beihong, ‘Fighting with a L ion \B o s h i  tu  1910s
Fig. 80 Xu Beihong, ‘Slave and L ion’ (N u liy u  sh i 1924
II
Left: Fig. 81 Chen Shizeng, ‘Studying Painting \D u h u a tu  1917
Right: Fig. 82 Li Yishi, ‘Zhang Chang Helping His Wife to Draw Eyebrow s’ 
(Zhang C hang huam ei undated
uyvern L»t.
Fig. 83 Lai Jigeng, ‘Landscape o f  the W estern H ills’ 
(Xishan fen g jin g  xiesheng  ca 1918
II
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Left: Fig. 84 He Liizhi, ‘M ountain-W ater’ (Shcinshui [l(7jc), 1918 
Right: Fig. 85 W ang Hui, ‘Fishing Boat in Peach B lossom ’ (T aohuayu ting  
Undated
Left: Fig. 86 Em ile Auguste C arolus-D uran, ‘The C onvalescent’, ca 1860 
Right: Fig. 87 F r a n c is  Flam eng, ‘M adam e F lam eng’, 1893
Fig. 88 Lin Fengm ian, ‘H um anity’s Pain \R e n le i de tongku  1929
Fig. 89 Xu Beihong, ‘Tian Heng and Five Hundred Retainers’ 
(7 lan H eng y u  w ubai zhuangshi 1928-1930
Fig. 90 Xu Beihong, ‘Fem ale N ude’ (Niirenti X c A flX  1925
Fig. 91 Jean-Leon G erom e, ‘The Death o f  C aesar’, ca 1859-1867
Left: Fig. 92 Pascal A dolphe Jean Dagnan-Bouveret, ‘Horses at the W atering T rough’, 1884 
Right: Fig. 93 Preparatory photograph for Horses a t the Watering Trough, ca 1884
Left: Fig. 94 Xu Beihong, ‘D rawing o f  H orse’ (M a  H ) ,  1940 
Right: Fig. 95 Diego Velazquez, ‘The Toilet o f  Venus’, 1647-1651
Fig. 96 Xu Beihong, ‘The M iraculous Draught o f  Fishes after R aphael’, 1933
Fig. 97 Raphael, ‘The M iraculous D raught o f  Fishes’, 1515-1516
Left: Fig. 98 Photograph o f  Xu Beihong and Jiang Biwei, ca 1923
Right: Fig. 99 Chang Yu, ‘Fem ale N udes in Pink’ (Fenhongse shuang luonii'ffifo
ca 1928
Fig. 100 Xu Beihong, ‘L ions’ (Xunshi tu  ||l|$ip|Bl), ca 1922
Left: Fig. 101 Chang Yu, ‘Peony’ (M udan  1921
Right: Fig. 102 Xu Beihong, ‘Draw ing o f  Shao Xunmei 1925
Left: Fig. 103 Xu Beihong, ‘M ale N ude’ (Nanrenti H A ® ) ,  1921 
Right: Fig. 104 Xu Beihong, ‘M ale N ude’ {Nanrenti H A ® ) ,  1922
Left: Fig. 105 Xu Beihong, ‘M ale N ude’ {Nanrenti H A ® ) ,  1924 
Right: Fig. 106 Xu Beihong, ‘M ale N ude’ {Nanrenti H A ® ) ,  1924
Left: Fig. 107 Xu Beihong, ‘M ale N ude’ (Nanrenti H A ® ) ,  1926 
Right: Fig. 108 Paul Richer, Photograph o f ‘M ale M orphology’
Left: Fig. 109 Paul Richer, Photograph o f ‘Fem ale M orphology’ 
Right: Fig. 110 Paul Richer, Photograph o f ‘Fem ale M orphology’
Fig. 111 Xu Beihong, ‘Fem ale N ude from Back’ (Niirenti ;£ cA f!X  1920s
#
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Left: Fig. 113 Xu Beihong, ‘Fem ale N ude from Back’ (N iirenti ;£ c A fa ), 1924 
M iddle: Fig. 114 Xu Beihong, ‘Fem ale N ude from Back’ (Niirenti ]£cA faX  1924 
Right: Figure 115 Xu Beihong, ‘Fem ale N ude from B ack’ (Niirenti ;£ c A fa ), 1924
Left: Fig. 112 Xu Beihong, ‘Female N ude from Back’ (Niirenti ;£ c A f l) ,  1924 
Right: Fig. 116 Xu Beihong, ‘Fem ale N ude from Back’ (Niirenti ;£ c A fa ), 1920s
Left: Fig. 117 Leon-A ugustin L’Herm itte, ‘Paying the H arvesters’, 1882 
Right: Fig. 118 A lbert Besnard, ‘Peace through A rbitration’, 1912
Left: Fig. 119 C lem entine-H elene Dufau, ‘Portrait o f  the A rtist’, 1911 
Right: Fig. 120 Jules Bastien-Lepage, ‘Potato G atherers’, 1879
Left: Fig. 121 Auguste Rodin, ‘The Burghers o f  C alais’, ca 1889 
Right Fig. 122 Pierre Puvis de C havannes,‘The Poor Fisherm an’, 1881
Fig. 123 D agnan-Bouveret, ‘C hrist and the D isciples at Em m aus’, 1896-1897
Fig. 124 Photographs o f  A nne-M arie and Jean Dagnan, ca 1896
Left: Fig. 125 John Singer Sargent, ‘C arnation, Lily, Lily, R ose’, 1885-1886 
Right: Fig. 126 G ustave C ourbet, ‘The M eeting’, 1854
Left: Fig. 127 G ustave Courbet, ‘The Spring’, 1868 
Right: Fig. 128 Edouard M anet, ‘O lym pia’, 1863
Fig. 129 T itia n ,‘Venus o f  U rbino’, 1538
Left: Fig. 130 N ew s about Xu Beihong in Shibao  on 3 M arch 1926 
Right: Fig. 131 Xu Beihong, ‘R ooster’
Left: Fig. 132 Ni Yide, ‘D ock’ (M atou  f tfg l) , 1929
Right: Fig. 133 Feng Zikai, ‘Reading by the W indow ’, ca 1940
Left: Fig. 134 Xu Beihong, ‘H oneym oon’ (M iyue  1925
Right: Fig. 135 Xu Beihong, ‘Portrait o f  Jiang B iw ei’ {Jiang B iwei zhenying  
1925
Fig. 136 Xu Beihong, ‘Petting the C at\F u m a o
Fig. 137 (Left) Photograph o f  Xu Beihong with his oil portrait o f  K ang Youwei 
(R ight) ‘Portrait o f  Kang Youw ei’, 1920s
Left: Fig. 138 Xu Beihong, ‘Portrait o f  Ren B onian’ (Ren Bonicin x iang  1927
Right: Fig. 139 Xu Beihong, ‘Portrait o f  Poet Chen Sanyuan’
(Shiren Chen Sanyuan xiang  1927-1930
Left: Fig. 140 Xu Beihong, ‘Portrait o f  Poet Chen Sanyuan’ 
(Sanyuan qianhei shiren  1928
Right: Fig. 141 Photograph o f ‘Painter Xu B eihong’
Left: Fig. 142 Wu C hangshuo, ‘Spring O fferings’, 1919 
Right: Fig. 143 Paul Cezanne, ‘Pastoral’ {Pastorale), 1870
Left: Fig. 144 Pan Yuliang, ‘Looking at My Refection in the M irro r’ (G uying  undated
Right: Fig. 145 Li Yishi, ‘Representation o f  the Song o f  Everlasting Sorrow ’
(C hanghenge huciyi 1929
Left: Fig. 146 Yorozu Tetsugoro, ‘N ude (R esting Her Chin on Her H and)’ ( R a h u $ $ $ ) ,  1926 
Right: Fig. 147 Liu Haisu, ‘The Q ingliang Tableland in Yellow M ountain’
{Huangshan Q ingliangtai |a  |_L| ' / f =f c j  )> 1954
Left: Fig. 148 Shi Tao, ‘C louds and M ountains’ ( Yunshan tu  S l l l H ) ,  undated 
Right: Fig. 149 A nders Zorn, ‘O ur Daily B read’, 1886
Left: Fig. 150 Wu Dayu, ‘G irl’ (Niihai 1920s
Right: Fig. 151 Cai W eilian, ‘Self-Portrait’ (Ziji xiezhcio (= 1 3 1 1 ^ ) ,  1920s
Left: Fig. 152 Xi Beihong, ‘Playing F lute’ (X iaosheng  1926
Right: Fig. 153 Xu Beihong, ‘Portrait o f  Zhang J i ’ (Zhangji x iang  1928
Left: Fig. 154 Ding Yanyong, ‘Naked W oman H olding a Lute’
(Baoqin de nurenti A M ) , 1943
Right: Fig. 155 Pang Xunqin, ‘L ife’s R iddle’ {Rensheng de ya m i 1931
Fig. 156 Xu Beihong, ‘Awaiting the D eliverer’(A7wo//oM 1930-1933
Fig. 157 Xu Beihong, ‘Poetic Expression o f  People in the Six Periods’ 
{Liuchcioren sh iyi tu  /  1939
rii
Left: Fig. 158 Xu Beihong, ‘Shu Liang H e’ 1931
Right: Fig 161 Xu Beihong, ‘The H eroine J 'm g T h \r teen \J in g  Shisanniang  1938
Fig. 159 Xu Beihong, ‘The Foolish Old Man M oving the M ountain’ 
{Yugongyishcrn 1940
Fig. 160 Xu Beihong, ‘The Foolish Old Man M oving the M ountain’ 
( Yugong yishcm  iJLf), 1940
Fig. 162 D agnan-Bouveret, ‘The A ccident’, 1879
Fig. 163 Eugene D elacroix, Scene from ‘The M assacre at C hios’, 1824
Left: Fig. 164 Xu Beihong, ‘Jiufang G ao’ (J iu fang  Gao 1927
Right: Fig. 165 Xu Beihong, D rawing in the Preparation o f  Jiu fang  G ao , undated
Left: Fig. 166 Theobald Chartran, ‘The Sack o f  Rome by the G au ls’, 1877
Right: Fig. 168 Xu Beihong, ‘Horse and G room ’ (M a y u  m afu  early-dated
Fig. 167 Xu Beihong, ‘Q in Q iong Selling His H orse’({9/>? Q iong m aim a  H )-  undated
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Left: Fig. 169 Xu Beihong, ‘Indian M an’ ( Yindu nanzi 1940
Right: Fig. 170 Xu Beihong, Draw ing in the Preparation o f  The Foolish O ld  M an M oving
the M ountain  ( Wei Yugong yishan  zuo de xizuo  I 1940
Fig. 171 Xu Beihong, ‘Fem ale N ude’ (Niirenti ;£ c A ll) ,  1926
Fig. 172 Xu Beihong, ‘M orning S o n g \C h e n q u  J l f f i ) ,  1936
Left: Fig. 173 Xu Beihong, ‘W ounded L ion ’(Fushang zh i sh i 1938
Right: Fig, 174 Xu Beihong, ‘Join Forces in the Eastern C apita l\H u is h i  D o n g j i n g ^ ^ f ^
M ), 1943
ILeft: Fig. 177 Xu Beihong, ‘R um ination’ (Chenyin  1932
Right: Fig. 178 Xu Beihong, ‘R um ination’ {Chenyin '//[!%), 1936
Fig. 179 Xu Beihong, ‘Running H orse’ (Bentna  1938
Left: Fig. 175 Xu Beihong, ‘Horse G razing’ (Shishu  1943
Right: Fig. 176 Xu Beihong, ‘Heroic M em ory \Z h u a n g lie  de huiyi 1937
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Left: Fig. 180 Xu Beihong and Qi Baishi, ‘G am ecocks’ (D ouji 1947
Right: Fig. 181 Xu Beihong and Wang Yachen, ‘Cat and G oldfishes’
{M ao sh i j in y u  1946
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Left: Fig. 182 Chen Hongshou ‘Instructing G irl Pupils in the A rts\S h o u tu  tu  [Ml) ca 1649 
Right: Fig. 183 ‘G ains from H unting and R eaping’ (G eyi shouhuo tu  [jcihfJBCfltlliU* 25-220
Left: Fig. 184Xu B eihong6Phoenix Tree, Cat and B utterfly’(W utong m ao d i e 1942 
M iddle: Fig. 185 Ren Bonian, ‘Cats Playing under the Shade o f  B anana Palm s’
{Jiaoyin m aoxi tu  1882
Right: Fig. 186 Xu Beihong, ‘M uddle’ {M anhan  1934
Left: Fig. 187 Xu Beihong, ‘M agpies’ (Shuangque tu  H a i l S ) ,  1942
Right: Fig. 188 Zhao Ji, ‘Finches and B am boo’ (Zhuqin tu  t /nialit]), undated
Left: Fig. 189 Ren Bonian, ‘M ynas Singing Spring’ ( Youniao m ingchun  1886
Right: Fig. 190 Xu Beihong, ‘Plum B lossom ’ (Shuying  1943
Left: Fig. 191 Xu Beihong, ‘Ink P ine’ (M osong  H ^ ) ,  1935
Right: Fig. 192 Wen Zhengm ing, ‘Z ither and Crane \Q in  he tu  ^ H H ) ,  undated
Fig. 193 Xu Beihong, ‘Pine and C ranes’ (Song he tu  undated
Fig. 194 Lang Shining and Tang Dai, ‘Pine and C ranes’ (Song he tu  $2dHliS), undated
Left: Fig. 195 Xu Beihong, ‘Pine and C ranes’ (Shuanghe  § t H ) ,  1938 
Right: Fig. 196 Xu Beihong, ‘Pine, C ypress and Two C ranes’
{Songho shuanghe tu  I f tllM l) , 1932
Left: Fig. 197 Xu Beihong, ‘On Hearing the News o f  Taking O ver N anjing at the A ssem bly 
for World Peace’ {Zai Shijie heping ciahui shcmg tingdao N anjing jie fa n g  xiaoxi
1949
Right: Fig. 198 Jacques-Louis David, ‘The Coronation o f  the Em peror N apoleon I and the 
C row ning o f  the Em press Josephine in Notre-D am e Cathedral on D ecem ber 2, 1804’ 1806-7
Left: Fig. 199 Xu Beihong, ‘Draw ing o f  Leader M a in the Preparation o f  ‘Leader M ao with 
His People’ (M ao Zhuxi za i renm in zhong huagao  1950
Right: Fig. 200 Xu Beihong, ‘D raw ing o f  Lu Xun and Qu Q iubai’
(L u X u n y u  Qu Q iubai huagao  1952
